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Carolyn Craig ina scene from the rain sequence in the Longridge Enterprises pro- 
duction, “Studs Lonigan,” produced by Phil Yordan, to be released by United Artists. 


“THE TECHNICAL EXCELLENCE OF DUPONT SUPERIOR® 2 AND 4 LETS 
ME CONCENTRATE ON THE ARTISTIC DEMANDS OF THE PICTURE”’ 


says J. Arthur Feindel, A.S.C., Director of Photog- are available through any of the Du Pont Photo 
raphy on the production of James T. Farrell’s Products sales offices below. 
classic best seller, “Studs Lonigan.” “Camera 
work on today’s features is more than mere pic- 
ture taking,” explains Feindel, shown on the right 
in the photo with Director Irving Lerner setting 
up the rain sequence. “That’s why, in filming 
‘Studs Lonigan,’ I was glad to rely on Du Pont 
products and the service that goes with them. 
Thanks to Du Pont, I felt free to concentrate on 
the demands of the drama itself.” 

Du Pont films—and technical data on them— 


BETTER THINGS FOR BETTER LIVING ... THROUGH CHEMISTRY 


REG. pat OFF 


Atlanta 18, Georgia, 1737 Ellsworth Ind. Dr., N.W.; Waltham, Mass., 45—4th Ave. (Boston); Chicago 46, Ill., 4560 Touhy Ave., Edgebrook Sta.; Cleveland 16, Ohio, 
20575 Center Ridge Road; Dallas 7, Texas, 1628 Oak Lawn Ave.; Los Angeles 38, Calif., 7051 Santa Monica Bivd.; New York 11, N. Y., 248 W. 18th St.; Wynnewood, Pa., 
308 E. Lancaster Ave. (Phila.); Export, Nemours Bidg., Wilmington 98, Del.; In Canada: Du Pont of Canada Limited, Toronto. 
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SERVING THE WORLD’S FINEST FILM MAKERS 


New FB POLE SET More PORTMAN ANIMATION 
An Easy Way to Hold Things Up... Anywhere STANDS Sold To: 


Lights Props Backgrounds Mikes 
e Australian Broadcasting 


Without Nails co: Screws 


Commissi 
3 Robert Tinfo Technical 
@| Animation 
| e Bay State Film Productions 


per set 
of: 


2—3-piece poles 


e Walter Craig Productions 
e Ayacucho Cine, Caracas 
e KVOS-TV, Vancouver 


7—fittings e Ford Motor Compan 
1—110” cross bar Rembrandt Films 
Adjustable from e Ansel Studios 


~ to 1212’ e Corwin Studios 
e L&L Animation 
e Mayo Clinic 
Slide-0-Chrome 


F & B POLE SET is a featherweight, telescoping aluminum 
column with an expansion spring in the top. Adjust it once 
to your ceiling height with locking collar. Then just spring it 
in and out of place as you please. Rubber pads top and 
bottom protect. ceilings and floors ... can’t be knocked over 
and takes less: floor space than a silver dollar. A perfect, 
mobile, lightweight support for lights. Two POLE SETS with 
cross piece and ae can be used to hold a roll of back- 
ground paper, props, flats, etc. Perfect for location filming. 


POLE SET 1044’ to 15’... $38.95 


A rugged precision and versatile Prices begin at 
animation stand that offers more $ 

than 40 accessories for special 159 5 
animation and effects. 


AVAILABLE NOW: 


Individual, Parts: New ACME-PORTMAN 16mm-35mm interchangeable 
to 1202! to 157 Write for descriptive folder and price list. 
$8.50 ea $9.50 ea $8.50 ea 
NOW AVAILABLE AT F & B | Siem 
ee ENGLAND’S FAMOUS © For Studios & TV 


Artists. 
e Cutting and Viewing 


ACMADE MARK 


e@ Continuous movement (non-intermittent) safer 
for negative or positive viewing. “ 
Synchronous and variable speed, instant: ‘stop, 


*hoto forward and reverse foot pedals and press oe 
button. “=< @" 
e Film paths instantly declutchable by switch 
selection. 
e Projected picture 8”x6” or larger by removing 
screen. 


e Separate magnetic and combined optical and | 
magnetic heads. 

@ Built-in synchronizer footage counter and run- 
ning time counter. 


@ Removable flange plate with tite wind roller. cs 
@ Instant sound track selector. a and 
@ Manual inching control. =  . uty paid. 

Now In Use By: British Broadcasting Corp., British Movietone a | SS. 2975 
News, Television Wales & The West, Scottish Television, 

Granada TV, Southern TV, International News Film Agency, fob New York 
British War ‘Office, Associated TV, Atomic Weapon Research, oe a - 


Cambridge University, Mather & Crowther, Editorial Films, 
Park Pictures, Marconi TV, and many other leading British 
producers. 

Fiorman & Babb — Exclusive East Coast Dealers 


: 68 West 45th Street - New York 36, New York « MUrray Hill 2-2928 
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..+ hallmark of 
AS ‘ “superior cinematography 


AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, the ASC 
was established to advance the art and 
the science of cinematography; to en- 
courage, foster, and strive for preemi- 
nence, excellence, artistic perfection and 
scientific knowledge in all matters _per- 
taining to cinematography; to bring into 
closest confederation those leaders in the 
cinematographic science whose achieve- 
ments in that field entitle them to mem- 
bership in the Society; and to promote 
the interests of all who shall be called 
to membership in the ASC, that such 
membership may become a mark of honor 
and distinction based on merit. 


OFFICERS 


Lee Garmes, President 
Hal Rosson, 1st Vice-president 
William Daniels, 2nd Vice-president 
Joseph Biroc, 3rd Vice-president 
Walter Strenge, Treasurer 
Charles Clarke, Secretary 
Victor Milner, Sergeant-at-arms 


BOARD OF GOVERNORS 


Arthur Edeson, Daniel Fapp, George Fol- 
sey, Burnett Guffey, Sol Halprin, Ray 
Rennahan, John Seitz, and Philip Tan- 
nura, 


ALTERNATE BOARD MEMBERS 


John Arnold 
Harold Lipstein 
Farciot Edouart 

Virgil Miller 

Paul Vogel 
James Van Trees 
Charles Salerno 
Lucien Ballard 

Gilbert Warrenton 

Gordon Avil 


Committee Chairmen: By-Laws, Charles G. 
Clarke; Membership, Sol Halprin; Fi- 
nance and Publications, Arthur Miller; 
Public Relations, Stanley Cortez; Enter- 
tainment, Arthur Edeson; Research and 
Education, Farciot Edouart; Retirement 
Income-Insurance, Harold Rosson; Propa- 
ganda Picture, Ray Rennahan. 
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MITCHELL R-35 


... only truly professional 
portable reflex motion picture camera 


raphy 

' Designed to cover the widest range of professional motion picture applications, the all new Mitchell R-35 
reflex camera offers remarkable versatility to exceed the requirements of most discriminating cinematogra- 
phers. Streamlined design is combined for the first time with the full range of professional features by 

. ase Mitchell—world’s leading source of truly professional motion picture cameras and equipment. 
and 
to en- 
preemi- 
on and 
TS per- 
ng into 
in the 
ichieve- 
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called 
t such 
f honor 
it 
ident 
nt 
COMPACT 
Incomparable 
Film 
Movement 
ze Fol- 
1, Ray 
» Tan- 
,”, ‘a Designed to produce rock-steady films completely 
t og Ve compatible with those of the well-known Mitchell 
BNC, NC and Standard*“cameras, the new R-35 
dual register pin movement features: Twin regis- 
tration pins...twin pull-down claws; stop-motion 
to 120 EPS.; removable plate with built-in filter 
holder slot... holds two thicknesses of gelatin 
filters. Full size: 0.980” x 0.735’, removable pres- 
sure plate, entire movement removable for clean- 
ing...special construction insures foolproof 
insertion with no loss of timing. 
rles G. | 
ar Hand Held or Tripod Mounted, the new Mitchell R-35 reflex camera uses; and uses a new series of 
ad Super Baltar matched lenses designed specifically for the R-35 by Bausch & Lomb. For Complete 
ei details of the outstanding features of this remarkable 35mm camera, write for the new R-35 Bulletin. 
; 666 W. HARVARD ST., GLENDALE 4, CALIF, 


FIGHTING 
EMULSION 


“‘BUZZ OFF’’ EMULSION 
WITH 


WESTERN ( 


16MM AUTOMATIC 


MODEL II 


the most wanted splicer 
IN AMERICA 


The all new Western Cine Automatic 
Splicer is the "hot'’ one to buy! It 
features an exclusive power driven 
rotary scraper that does all the work 
for you. It meets the most exacting 
requirements of the film industry; yet, 
it is so easy to operate that even the 
non - professional can make perfect 
splices every time ... and in a few 
seconds! It's fully guaranteed. Get the 
details today! 


SEE YOUR DEALER, OR WRITE 


WESTERN (“ine SERVICE 


312 So. Pearl St. @ Denver 9, Colo. 


INDUSTRY 


NEWS 


News briefs of 


industry activities, 


products and progress 


Film and TV Museum Approved 

An important step in the realization 
of the motion picture and TY museum 
planned for Hollywood was taken last 
month when the Los Angeles County 
Board of Supervisors, by a 4-to-1 vote, 
authorized appropriation of $162,500 
in architect's fees and ordered the 
county counsel to prepare enabling le- 
gislation which, if approved, would get 
the project underway. 

At a meeting of the Board earlier in 
the month, the project was shelved 
temporarily because the Supervisors 
felt the motion picture industry should 


LEE GARMES, ASC 
. . » some ideas about 
the Hollywood Motion 
Picture and TV Museum. 


put up half the estimated $4,000,000 
cost of the Museum. Present at the 
meeting were many industry notables, 
including Mary Pickford, who asked, 
“How can we raise two million dollars 
in two weeks?” and added, “I feel 
our industry shouldn’t be put in such 
a position.” 

According to present plans, the mus- 
eum, owned and operated by a non- 
profit corporation initially, would re- 
vert to County ownership in 30 years. 

. Lee Garmes, President of the Amer- 
ican Society of Cinematographers, who 


ARTHUR MILLER, ASC 

. appointed to Advisory 
Council of the Hollywood 
Motion Picture and Tele- 
vision Museum. 


was among those present at the earlier 
meeting, said privately he believed that 
the Museum might successfully be 
owned and operated by the industry, 
even constructed with the financial as- 
sistance of industry crafts or through 


helm of W. J. German, 


donations made by the nations’ theatre 
owners on the basis of one-cent of 
every paid theatre admission. 

Earlier, Arthur Miller, a former 
President of the ASC, was appointed to 
the Advisory Council of the Hollywood 
Motion Picture and Television Museum 
by Sol Lesser, Chairman of the Muse- 
um Commission. He was unable to at- 
tend the December 13th meeting with 
the Supervisors because of an out-of- 
town speaking committment. 


% % 


Award To Karl Struss 

Karl Struss, ASC, was among those 
cited for outstanding achievement in 
the production of TV film commercials 
at the recent First Annual TV Com- 
mercial Festival and Forum in New 
York. Certificate of Merit presented 
Struss was for his work in photograph- 
ing the “Family Shopping Tour” com- 
mercial for Chevrolet Motors. 


% % 


Blackburn Exits German Co. 
Terminating active management 
during the past 35 years of W. J. 
German, Inc., of California, Edward 
Q. Blackburn steps down from the of- 
fice of Vice-President and General 


EDW. 0. BLACKBURN 
steps down from 


Inc., in Hollywood. 


Manager of the firm’s California or- 
ganization January 6th. 

Through arrangements reached be- 
tween Blackburn and his Company, he 
will continue in a sales advisory capac- 
ity through 1961 and 1962, although 
he will officially leave his office this 
month. | 

William J. German, company presi- 
dent, is expected to appoint a succes- 
sor to Blackburn following his arrival 
in Hollywood early this month. 

| Continued ‘On Page 8 
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The came from CHARLES ROSS! 


Now, in 1961, producers get the same depend- 
able service from Charles Ross on lights, grip 
equipment, generator trucks and props, too. It 
pays you to call on Charles Ross and take advan- 
tage of its 40 years of quality and reliability. Here 


d be- you get complete flexibility for everything on the 
iy, he set . . . choose from one of the largest inven- 
apac- GRIP EQUIPMENT tories in the East. 
P PROPS 
ough 
this GENERATOR TRUCKS 
200 Amp. D.C..'100, 
: mp. U.v., 
50, 30,20 Amp. A.C. INC. 
icces- 
rrival Lighting the Motion Picture Industry Since 1921 : 
age 8 rates: 333 West S2nd Street, New York City, Circle 6-5470 
PHER 
JANUARY @ 1961 ; 
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INDUSTRY NEWS 


Continued From Page 6 


Arthur Miller Addresses SMPTE _ 
Arthur Miller, ASC, last month ad- 
dressed the Northern California Sec- 
tion of the Society of Motion Picture 
and Television Engineers in San Fran- 
cisco on “The Historical Aspects of 
Motion Picture Photography.” Miller, 


IMPORTANT! 
who photographed the bulk of “The 


Check this 
Perils of Pauline” serials, illustrated 


list examples of early day cinematographic 
techniques with old-time silent films. 
carefully. 


which were screened as part of his 
presentation. 
It may 
save you Surtees’ ‘‘Ben-Hur’’ Cited 
The country’s press motion picture 


money. | critics and reviewers, and broadoast- 
ing’s film commentators voting in The 
Film Daily’s annual Filmdom’s Fa- 


% % 


ARRIFLEX l6mm_ camera, 3 
lenses, motor, sunshade, case, 
battery, charger, excellent .......... $1,395.00 


AURICON Cine Voice. turret 
model, amplifier, sound acces- 
sories, case, exceptionally tine....$ 695.00 


Portable power pack and battery 


charger for Cine Voice camera....3 95.00 
ROBERT SURTEES, ASC 


AURICON Pro-200 camera, ampli- . . . another award for 
fier, sound accessories, model! 60 his ‘‘Ben-Hur’’ filming. 
zoom lens 945.00 


Cine Special II camera, 100’ cham- 
ber, 25mm FEktar f/1.4 lens, ex- 
$ 


cellent 795.00 


200’ chrome chamber for above ....$ 325.00 


100’ chamber for above with con- 
mous Fives poll put “Ben Hur” at the 
t for Mitchell 400’ 
ieee» lg am aml top of the list of its Five Best Photo- 


magazine $ 295.00 | a 
wide! graphed Pictures for 1960. “Ben-Hur 
1. two 400’ magazines, variable was photographed by Robert Surtees. 
speed motor, sunshade, carrying ASC, and won the Academy Award 
last year for Best Achievement’ in Col- 
follow-focus contrel, and B&H or Cinematography. 
geared tripod, compl. package..$1,595.00 Other films cited for Best. Photogra- 
SOUND PROJECTORS phy were “Jungle Cat.” By James R. 
}] B&H model 179, two cases, 12” Simon, Hugh A. Wilmar. and Lloyd 
a Beebe; “Sons & Lovers.” hy Freddie 
B&H model 185, single case, like 
Francis; “Elmer Gantry.” by John 
B&H model 185, two cases 12” Alton; and “Suddenly Last Summer,” 
B&H model 385, two cases, 12” | 
B&H model 302, single case, op- | on , 
tical-magneétic, list $855.00, like | Oscar Awards in April 
$ 625.00 | The 33rd Annual Academy Awards 
Victor lightweight, two-case, 12” | presentation ceremonies will take place 
_ April 17th at the Santa Monica Civic 
Write today for catalog of other sale items! : Auditorium. The event will be televised 
! and radiocast through facilities of the 
American’ Broadcasting Company. 
te CA M ERA M A R Vise Switch from the traditional Hollywood 
1845 BROADWAY Pantages Theatre to Santa Monica’s 
~NEW YORK 23, N.Y. Civic Auditorium was necessitated by 
fact the Pantages was recently refur- 
bished and a great many of its seats 


33rd Annual Academy Awards 
VOTING TIMETABLE 


& 


Dec. 31 

(Midnight) AWARDS YEAR ENDS 

-Feb, 2 MAIL NOMINATIONS BALLOTS 
(Polls close (Atting, Directing, Writing and 
Feb. 14) _ Best Picture Awards) 

Feb. 13 MAIL NOMINATIONS BALLOTS 
(Polls close (Art Direction, Cinematography, 
eb. 21 Costume Design, Film Editing 

and Music Awards) 

Feb. 27 ALL NOMINATIONS ANNOUNCED 
Mar. 4 thru NOMINATIONS SCREENINGS IN 
Mar. 23 ACADEMY AWARD THEATRE 
Mar. 17 MAIL FINAL BALLOTS 

April 3 . FINAL POLLS CLOSE 

April 17 AWARDS PRESENTATION 


removed in coverting the theatre for 
exhibition of ultra-widescreen 70mm 
movies. | 

The Academy has appointed Steve 
Broidy Chairman of the Awards Pro- 
sram. The following members of the 
American Society of Cinematogra- 
phers are serving on the Cinematogra- 
phy Awards Rules Committee: Charles 
G. Clarke, Chairman; Farciot Edouart, 
George J. Folsey, Winton C. Hoch, 
Arthur C, Miller, and Hal Mohr. 


Cinematographers serving on_ the 
Special Effects Awards Rules Commit- 
tee are: Farciot Edouart, Linwood G, 
Dunn, Paul Eagler, John Fulton, Ub 


Iwerks, and Hans Koenekamp. 


Workshop Dates Announced 

The Annual Calvin Workshop, con- 
ducted by Calvin Productions, Inc., 
Kansas City, Mo., will take place on 
the company’s sound stages February 
13, 14, and 15, 1961. Any serious film 
worker is invited to attend and there 
is no cost or obligation, other than pro- 
viding his own accommodations and 
meals, 

For those who require a personal in- 
vitation on the Calvin company’s letter- 
head, write to the company at 1105 
Truman Road. Kansas City 6. Mo. 


% 


Industry Jobs at Peak 

Employment level for studio crafts- 
men in Hollywood was at the highest 
level in 10 years early in December, 
with all unions reporting close to 
100% employment of members, ac- 
cording to the industry trade-paper 
Hollywood Reporter, On December 8, 
22 features and 114 TV films were be- 
fore the cameras in Hollywood stu- 
dios. 
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economical lip-synch filming with famed hk) quality... 


SINGLE UNIT DOUBLE SYSTEM 
PICTURE AND SOUND CAMERA 


The Arricord 35 is a combination of the latest Arriflex 
35mm Model IIB camera and a magnetic recording unit 
which uses perforated 172mm magnetic recording film. 
The combined units are housed in a compact sound 
blimp having external controls for both sound and pic- 
ture recording. 


In the Arricord, the Arriflex camera component is per- 
manently joined to the recorder unit by a special pre- 
cision gear drive, which assures constant speed and 
smooth, even motion in the mechanisms driving both 
the negative and magnetic films. A 24 Volt governor 
controlled DC precision motor powers the entire unit. 


The Arricord answers the demand for a compact and 
portable double system sound recording camera with 


_ the convenience, money and labor saving features of a 


single system camera. Because the entire unit is driven 
by a 24 Volt battery pack it eliminates the need for AC 
generators or inverters. 


TECHNICAL DATA 


CAMERA SECTION 


Focus & diaphragm externally controlled e Through-the- 
lens focusing and viewing e 400 ft. magazine film 
capacity e Three-lens turret e PLUS—all the famous 
ARRIFLEX 35 camera features. 


RECORDING SECTION 


Made by Klangfilm to professional standards e Takes 


450 ft. standard 17/%2mm magnetic film e Built-in re- 


cording and test meter e Frequency response: 30 to 
10,000 cps. e Two microphone inputs with mix facilities. 
Equalization: Bass 0; —6; —12 db 
Treble +2 to +14 db 
PLUS: built-in intercom from recordist to cameraman, 
electric slate, monitoring before or after recording, and 
many other fine features. 


WEIGHTS: ARRICORD. . 72 Ibs. Amplifier. .28 Ibs. 
Battery pack. .42 Ibs. (approx.) 


FOR SALE, RENT, OR LEASE 


in 


B 
re 
Steve 
s Pro 
togra- 
harles 
ouart, 
Hoch, : 
4 
mmiul- | | 
con- | 
nc., 
; film 
there 
pro- 
‘ 
‘tter- | © 
| So 
Be \ 
| | CORPORATION OF AMERICA 
257 PARK AVENUE SOUTH, NEW YORK 10, N. Y. 


a BROR-400 16MM 

a FILM DEVELOPING MACHINE 
oe You get all these extra features for one low price— 
Air Compressor built in. 

ae . %& Two stage air squeegee in final wash. 

Spray combination wash. 
eyo %& Bottom drains in all tanks. 
%& Needle bearing supported top drive shofts 
<a friction clutch drive. 
oe Strip heaters in dry box filtered forced air 
oa with exhaust duct outlet. 
be % Stainless steel heliarc welded tanks 
‘a %& Operates at 600’ per hour. 
$1125.00 £08, New York. 
ee CAMART CORE DISPENSER 
on Keeps film cores handy 
a ; at all times. Attach to 
work table or wall. 
=a Easy to remove—easy 
to fill, All aluminum 
4 construction. Adjustable 
to 16mm or 35mm 
cares. 

Length 16” 

Length 24” 

“4 Length 36” 

$14.50 

a FOB, New York. 

a | CAMART TIGHTWIND ADAPTER 
The only Tight- 

_ wind Adapter 

with ball-bear- 

ing roller. Com- 

pletely scratch- 

proof. Chrome- 

plated, prevents 

a cinching & ab- 

rasions. Winds 

film quickly & 

evenly. Single 

is unit for 16mm 

> | and 35mm. Fits 

most any re- 

wind. Includes 

core adapter. 

Extra Core ad- 34.95 


ue CAMERA MART... 


Labie (ameroman 


A.S.C. Begins 42nd Year 


Cinematographers’ society, oldest craft organiza- 


tion in the industry, founded January 8, 1919. 


VIEW OF LOUNGE of Hollywood clubhouse of American Society of Cinematographers, which the Society has 
occupied since December, 1936. Situated on the corner of North Orange Drive and Franklin Avenue, it previ- 
ously was the home of silent-film star Conway Tearle. Here Hollywood's top cinematographic talent gathers 


once a month for dinner and informal discussions. 


\ 
oe AND WITHOUT fanfare, 
the American Society of Cinema- 
tographers will observe its 42nd Anni- 
versary on January 8th. The Society is 
the oldest craft organization in the 
motion picture industry, and its official 
establishment began when on January 
8, 1919, the Society’s articles of in- 
corporation were approved by the 
State of California. ‘ 

The Society’s founding fathers and 
charter members were fifteen of Holly- 
wood’s leading motion picture camera- 
men: Philip E. Rosen, Homer A. Scott, 
William C. Foster, L. D. Clawson, Eu- 
gene Gaudio, Walter L. Griffin, Roy 
Klafki, Charles Rosher, Victor Milner. 
Joseph August, Arthur Edeson, Fred L. 
Granville, J. D. Jennings, Robert S. 
Newhard, and L. Guy Wilky. Of, these, 
only Klafki, Rosher, Milner, Edeson 
and Wilky are alive today. All are 
retired. 

Although January 8, 1919 marks the 
oficial beginning of the A.S.C., the 
movement for a society of cameramen 
actually began much earlier in New 
York, where America’s motion picture 
industry also had its beginning. - 

The formation of the first motion 
picture cameramen’s club in America 
took place in the Bronx during the 
summer of 1913. Philip Rosen and a 
number of other cameramen who then 
were working at the Edison studio for 


$18.00 a week started the ball rolling. 


At the time a group of producers 
known as the Motion Picture Patents 
Company practically controlled the in- 
dustry, making it impossible for a 
cameraman to seek safe employment 
with independent concerns. So anony- 
mous notices were sent out to as many 
cameramen as it was possible to reach, 
summoning them to an organizational 
meeting. 

On the appointed evening, thirteen 
men appeared, each a stranger to the 
others, and with no definite idea as 
to why they were present. A tempo- 
rary chairman was appointed and the 
motion picture cameramen’s first or- 
ganization, the Cinema Camera Club, 
was formed. 

Shortly thereafter, a similar organ- 
ization was formed in Hollywood and 
known as the Static Club. Like the 
Cinema Camera Club, the Static Club 
was formed for purely social reasons 
—to afford cameramen opportunity to 
exchange ideas, reveal job opportuni- 
ties, and for the general advancement 
of the motion picture cameraman and 
his work. 

Later on, the Static Club changed 
its title to the Cinema Camera Club 
and an afhliation was formed with the 
New York group with an exchange of 
membership. 

In 1918, the Hollywood group began 
to deteriorate as an organization an 


Continued on Page 58 
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CINEMASTER CHIEF 


TO CONTROL THE EQUIVALENT OF TEN 5-Kk’S 


PUSHBUTTON CONSOLE- 
6 outlets independently controlled. Select 
exact color temperature from reading for 
1ceTs : each outlet— built-in lamp protection 
cam interlock for pre-boost warmup. 


a RUGGED —- PORTABLE 


Ideal for location. Heavy gauge beefed up 
case. Recessed panel to protect meters. 
“ach, 50% more capacity with full duty cycle! 


bisa 


= 


SAFETY ENGINEERED - 
teen ) Complete integrated 3-wire grounded 
the system to meet accepted safety standards. 


npo- WIDER INPUT 
VOLTAGE CONTROL- 


_ oF: From 100-V to 120-V and 200-V to 


-240-V. Can handle ten 500-W PAR-64 CHIEF CONVERTER MARK r 
gan- lamps (3400° K.) from 220-V input and eo 00 
and six 500-W PAR-64 lamps (3400° K.) 
the from 120-Volts. 


MORE EFFICIENT LIGHT-— 
y to Controls the equal of 50,000 Watts of light 95 
with %4 the normal ampere consumption. “(With PAR-64 lamp, ¥ 


NATURAL LIGHTING | 
630 South Flower Street 
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CAMART DUAL 
SOUND EDITOR 


© Edit single and double system 16mm or 
35mm optical sound. 

© Edit single system Magnastripe or double 
system magnetic sound. 

® Use with any 16mm motion picture viewer 
to obtain perfect lip-sync matching of pic- 
ture to track. 

© Works from left to right or right to left. 


Dual Editor without viewer......-...... $195.00 
Zeiss Moviscop viewer $ 89.50 


Editor-Viewer combination $269.50 


ARRIFLEX 16 


16mm and 35mm cameras in stock for imme- 
diate delivery. Arriflex l6mm and 35mm 
soundproof blimps available. 400’ maga- 
zines. Synchronous motors. New and Used. 


CAMART BABY DOLLY 

‘Only a four-wheel dolly will provide the 
balance and stability required for profes- 
sional motion picture production. Adjustable 
seat for cameraman, platform accommodates 


assistant. 
$425.00 


FOB New York. Dolly tracks available. 


ke CAMERA MART... 


BROADWAY 


Cable. Cameraman 


WALTER STRENGE'S 


QUESTIONS 


Need advice on a picture making problem? Your questions are invited 
and will be answered by mail. Questions and answers considered of 
general interest will appear in this column each month. . 


In shooting a number of scenes 

recently with my new 16mm single- 
system sound camera, I encountered a 
great deal of unwanted background 
noise, such as that from automobiles 
passing in the distance, etc. Can you 
suggest how this can be avoided—or at 
least minimized ?—A. A- H., Denver. 


Answer: This is something that one 
learns to cope with through experience 
and trial-and-error. When shooting ex- 
teriors as you describe, sound inter- 
ference from off-scene soruces can be 
minimized by operating with the mic- 
rophone placed as close as possible to 
the subject without intruding in the 
picture. 

For example, if you would sioctandly 
place the mike 6 ft. from the player in 
the scene, reducing the distance to 3 ft. 
will result in decreasing the amount of 
off-scene noise pickup by 6 decibels 
relative to the voice. Move it even clos- 
er—say a foot-and-a- half — and the 
noise is decreased another 6 decibels 
for a total of 12. Use of a directional 
microphone can also help, but not as 
much as the remedy suggested above. 


I have seen the term “First trial 
composite print” in the literature 
and would like an explanation of the 
term and a description of the type of 
referred to.—J. McD., Portland, 
re. 


Answer: The first trial composite print 
is the first composite print made from 
the picture and sound release nega- 
tives for the customer by the labora- 
tory for the purpose of checking and 
correcting picture and sound quality, 
negative cutting and assembly, etc. 


Because it is readily available to 

us, we plan to use a 35mm film 
sound recorder to record the track for 
a forthcoming film to be shot and re- 
leased in 16mm. What method would 
you recommend for transferring the 
35mm sound track to 16mm—reduc- 
or B. H., Omaha, 
e 


Answer: leading film laboratories, 
such as General in Hollywood and 
Kansas City, recommend that the 
sound for a 16mm reduction print be 
contact-printed rather than reduction- 
printed. This is because most 35mm 


sound negatives normally are recorded 
for a frequency response range to at 
least 8000 cycles and a volume range 
of as much as 40 decibels, with 35mm 
reduction equipment in mind. 


On the other hand, 16mm _ sound 
negatives are recorded with 16mm 
equipment and film speeds i in mind, A 
16mm sound system is usually capa- 
ble of reproducing a volume range of 
20 decibels and frequencies of not 
more than 6000 cycles. Negatives re- 
corded for 16mm _ reproduction nor- 
mally . incorporate compression to a 
volume range of 20 decibels or less 
and emphasis of the low and high fre- 
quencies. 


Even though excellent optical reduc- 
tion prints can be made. optimum re- 
sults are obtained by recording a sep- 
arate sound negative for 16mm repro- 
duction. 


My future work in cinematography 

will, for the most part, be with 
color film and involve subjects where 
good color quality will be vitally im- 
portant. I have no experience as yet 
with color temperature meters. Please 
explain their function and importance 
in color photography.—A. M.- A., Miami 
Beach, Fla. 


Answer: A color temperature meter 
measures the color temperature of light 


sources used in motion picture photog- 


raphy. Its function is based on the 
principle that the spectral energy dis- 
tribution of light sources at different 
temperatures can be defined reason- 
ably accurate by stating the relative 
proportions of red and blue radiation 
which they emit. 


This the color temperature meter 
does. Most meters of this sort operate 
by rotating a circular half-red, half- 
blue filter before a photocell. Where 
the blue content of the light is great- 
er or less than the red, the meter will 
so indicate on its scale, Such readings 
are generally indicated in terms of 
Kelvin degrees (or “degrees Kelvin”, 
as some prefer to. term it), although 
some meters indicate what filters to use 
to obtain normal photographic result 
with a given color film. 


Popular color temperature meters 
presently in use are Gossen Sixti-color, 


Rebikoff, and the Spectra 3-Color. 
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ARRI HEATER BARNEY 


Efficient B & S heater parka keeps camera warm, 
film pliable in temperatures to — 68° F. Hi hest 
quality materials and workmanship. $168. Other 
barneys for all cameras. Request brochure. 


BIRNS he SAWYER ARRI PRODUCTS 


AQUARRI 16 BLIMP 


Super-strong welded marine aluminum housing 
available for camera, 400 magazine and volita- 
bloc battery. Top interchangeable for Arri 35. 
Special nose cone available for 5.7mm lens. 
$2,495. Catalog 5000. 


New Underwater Housing Designed For Arri 16 & 
35mm Cameras. Tops Change, as Base is Common. 
Welded Marine Aluminum Plate 3%” thick. With- 
stands 60-minute Test at 300’ Depth. Request Bro- 
chure. $2, 495. 


W-I-D-E, W-I-D-E LENSES 


Widest wide angle for Arri 35 hain B & S optical 
shop. Sharp, crisp 14.5m F3.5 Angenieux re- 
places larger, bulkier lenses. Arri mount $375, 
Mitchell NC mount $39. 


L-O-N-G, L-O-N-G LENSES 


B & S Omnitar lenses fit 16 and 35mm Arris in focal lengths from 125mm through 1000mm, shown above 
with Mark Ill Omnipod cradle. Lens shown is F6.3, Catalog No. 1364, $795. See Your Dealer or Write 
for Brochure. Omnitars Consistently Best for Resolution, Color, and Brilliance. 


SOUND BARNEY, CAT. 1420 


B & S Multi-Layer Sound Barney. for Arri 16 Cuts 
80% of Camera Noise on Location Shooting. Light- 
weight, Effective. Sold Only Through Franchised 
Arriflex Dealers. $99.50. 


BALL-SOCKET HI-HAT, CAT. 1123 


B & S Presents the First Hi-Hat Made Expressly for 
16mm Arri Ball-Socket Tripod Head. Camera Levels 
Quickly, Easily. Eliminates Wedging. $34.00. 


TRACKING FINDER, CAT. 2600 


Great for Sports, Aerials, Moving Targets, etc. Fits 
Arri 16 for 25 & 50mm Lenses. Easily Attached and 
Removed. Folds Flat. $49,50. 


T816 BATTERY 
CHARGER 


End battery woes with a & Ss 
guaranteed, self-fused 


LONGER LASTING VOLTABLOC BATTERIES 


Birns & Sawyer-designed voltabloc batteries guaranteed for 


HAT 


Sturdy Hi-hat for mounting 
Arri 35 to 


charger for all 8-V and/or 
16-V Voltablocs. $49.50. 


CIN-AR ADAPTER 


Adapt your Arri lenses to 


longer, trouble-free life. All units encased in first grade cow- Engineered struts _ Base "“C"* mount cameras. On-Off 
hide, have belt loop and shoulder strap. Compare! tapped for %" and '%4"" Tri- in seconds. See your camera 
8.4-Volt wi 15-Volt $180. pods. $34.00. dealer. $16.50. 
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Birns & Sawyer Specializes in Arri Equipment: Rentals, Sales, 


Repairs, Trades, Purchases, Maintenance, and Special Design 


Cable Address: BIRNSAW 
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3 Increase Range and Use of Arriflex Cameras In Sports, Aerials, Underwater, and Sound 
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PHOTOGRAPHIC 
ASSIGNMENTS 


WHAT THE INDUSTRY'S CAMERAMEN WERE SHOOTING LAST MONTH 


By MARION HUTCHINS 


NOTE: Asterisks indicate television film productions. 


ALLIED ARTISTS 

Cart Guturiz, ASC, “The Big Bankroll” 
(Bischof-Diamond Prod.) with David Jans- 
sen and Mickey Rooney. Joe Newman, 
director. 

Ropert Krasker, “E] Cid” (Samuel Bron- 
ton Prods.; shooting in Spain) with Charlton 
Heston and Sophia Loren Anthony Mann, 
director. 

Ernest HAtiter, ASC, “Armored Command” 
(shooting in Germany) with Howard Keel 
and Tima Louise. Byron Haskin, director. 


7 
AMERICAN NATIONAL 
Curt Ferrers, Monroe Askins, “Bat Mas- 
terson”* (Ziv-TV) with Gene Barry. 


Monroe Askins, JACK MARQueETTE, RICHARD 
Raw ines, “Case of the Dangerous Robin’* 
(Ziv-TV) with Rick Jason. 


Monroe Asxkins, “Aquanaut”* (Ziv-TV) 
with Keith Larson and Jeremy Slate. 
Ricuarp Rawuines, “Klondike”* (Ziv-TV) 
with Ralph Taeger. 

CALIFORNIA STUDIOS 
Ray Foster, ASC, Commercials* (Audio 
Visual, Inc.). 

CASCADE PICTURES 

ASC, Commercials”. 


Georce ASC, Commercials*. 
Roy Seawricut, Commercials”. 
TyLer Byars, Commercials* 


COLUMBIA STUDIOS 
Gert ANpERSEN, ASC, “Donna Reed 
Show”* (Screen Gems) with Donna Reed. 
Andrew McCullough, director. 


Joseru Biroc, ASC, “The Devil at 4 
O’Clock” (Shooting in Hawaii; LeRoy- 
Kohlmar Prods.; C’Scope & Color) with 
Spencer Tracy and Frank Sinatra. Mervyn 
LeRoy, director. 


Cuartes Lawton, Jr., ASC, “Two Rode 
Together” (John Ford Prod.; color; shoot- 
ing in Texas) with James Stewart and 


Richard Widmark. John Ford, director. 


Doucias Siocomse, “Taste of Fear” (Ham- 
mer Films Prod.; shooting in England) 


with Susan Strasberg and Ronald Lewis. 
Seth Holt, director. 


ROBERT SURTEES, ASC 


Currently shooting ‘‘Mu- 
tiny On The Bounty’’ in 
Panavision and color in 
Tahiti for MGM. 


Burnett Gurrey, ASC, “Homicidal” (Wil- 
liam Castle Prod.) with Glenn Corbett and 
Patricia Breslin. William Castle, director. 


Freon Garety, ASC, “Manhunt”* (Screen 
Gems) with Victor Jory and Pat McVey. 
Fred Jackman, director. 


Frep BentLey, “Route 66”* (Screen Gems) 
with Marty Milner and George Mahares. 


CHARLES WeELBorN, “Dennis the Menace”* 
(Screen Gems) with Joy North and Herbert 
Anderson. 


Puitie TANNuRA, ASC, “Two Faces West”* 
(Screen Gems) with Charles Bateman and 
June Blair. 

Rornert Bronner, ASC, “Gidget Goes Ha- 
waiian (shooting in Hawaii) with James 
Darren and Deborah Walley. Paul Wendkos 


director. 


WILLIAM 
MARGULIES, ASC 


Directing the photogra- 
phy of ‘‘The Outlaw’ TV 
film series at  Para- 
mount studios, Holly- 
wood. 


DESILU——-Cahuvenga 


Sip Hicxox, ASC, “The Andy Griffith 
Show”* (Desilu Prods.) with Andy Griffith. 
Rovert pe Grasse, ASC, “Angel”* with 
Annie Farge and Marshall Thompson. 
Lamont Johnson, director. 


Henry Cronyacer, “One Happy Family”’* 

(Desilu§ Prods.); “Jack Benny Show’’* 

(Desilu Prods.) with Jack Benny. 
DESILU——Culver City 

CHARLES STRAUMER, “The Untouchables”* 


(Desilu Prods.) with Robert Stack and Jerry | 


Paris. 

Lucien Anpriot, ASC, “Guestward Ho’’* 
(Desilu Prods.) with Joanne Dru and Mark 
Miller. 

LotrHrop WortH, ASC, “The: Real Mc- 
Coy’s”* (Brennan-Westgate Prods.) with 
Walter Brennan. 


J. Peverett Martey, ASC, “Mr. Doc”* 
(Pilot; Desilu Prods.). 


Gorpon Avit, ASC, “Miami Undercover’’* 
(Desilu Prods.). 

DESILU——Gower 
Hat Monr, ASC, “Barbara Stanwyck 
Theatre”* (Desilu. Prods.) with 
Stanwyck, 
CHARLES vAN Encer, ASC, “Lassie”* (Jack 
Wrather Prods.) with June Lockhart and 
Jon Provost. 


Ropert Piancx, “ASC, “My Three Sons’* 


(Desilu Prods. ) ‘with Fred MacMurray and 


William Frawley. 


Rosert Hauser, “Wyatt Earp”* (Desilu 
Prods,) with Hugh O’Brian. 


Ropert Pirrack, ASC, “Ann _ Sothern 
Show”* (Desilu Prods.) with Ann Sothern, 
Lucien Anpriot, ASC, “Harrigan and 
Son’”’* (Desilu Prods.) with Pat O’Brien 
and Roger Perry. 
Epwaxrp Firzceratp, ASC, “Happy”* (Desilu 
Prods.) with Ronnie Burns. 

WALT DISNEY STUDIOS : 
Epwarp Cotman, ASC, “Zorro”* with Guy 4 
Williams. 

FOX WESTERN AVENUE 
James vAN Trees, ASC, “Dobie Gillis’* 
with Dwayne Hickman. Rod Amateau, 
director. 

GENERAL SERVICE STUDIOS 

FRANK RepmMan, ASC, “Perry Mason”* 
(CBS-TV) with Raymond Burr and Bar. 
bara Hale. 
MEREDITH NICHOLSON. “Blue Angels”* 
(Gallu Prods.) with Don Gordon and Mor- 
gan Jones. 


Lipstrein, ASC, “Adventures of 
Ozzie and Harriet”* (Stage 5 Prods.) with 


‘the Nelson family. Ozzie Nelson, director. 


Harry Worre, “Hennessey’* (Hennessey 
Prods.) with Jackie Cooper. Don McQuire, 
director. 


Maury GertsmMan, ASC, “Mr. Ed’’* (Film- 
ways Prods.) with Allan Young. 
GOLDWYN STUDIOS 


NORBERT ASC, Eucene Potro, 
“Loretta Young Show”’* (Toreto Prods.) 
with Loretta Young. 


INDEPENDENT 


ALEXANDER ‘TRAUNER, “Good-bye Again” 
(Argus Prod.; UA _ release; shooting in 
Paris) with Ingrid Bergman and Yves Mon- 
tand. Anatole Litvak, producer-director. 


ERWIN Hiuier, “The Naked Edge” (Penne- 
baker-Baroda Prod. for UA; shooting in 
England) with Gary Cooper and Deborah 
Kerr. Michael Anderson, director. 


DANIEL, Fapp, ASC, “West Side Story” 
(Panavision 70 & Color; Mirisch Picts— 
Seven Arts Prods.; shooting in N.Y.) with 
Natalie Wood and Richard Beymer. Robert 
Wise and Jerome Robbins, directors. 


CHRISTIAN Marras, “Paris Blues” (Penne- 
baker for UA; shooting in Paris) with 
Paul Newman and Joanne Woodward. Mar- 
tin Ritt, director. 


Burnett Gurrey, ASC, “Birdman of Alca- 
traz” (Harold Hecht Prod. for UA release) 
with Burt Lancaster and Karl Malden. John 
Frankenheimer, director. 


Artuur Ariinc, ASC, “Caribe” (Caribe 
Prods.; shooting in San Juan, Puerto Rico) 


Continued On Page 18 


GEORGE 
DISKANT, ASC 


Shooting the ‘‘June 
Allyson Show’ TV 
film series for Four 
Star Productions at 
Republic Studios, 
Studio City. 
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HAS THE 
ANSWER! 


When the professionals in Motion Pictures, Television, Photo-Instrumentation, Audio-Visual Instruction and Training and Indus- 
trial Photography have a problem... they go to CECO e CECO has a staff of trained specialists in every phase of motion picture 
or television photography. From hi-speed cinematography to single-frame projection, from gigantic lighting situations to time- 
lapse instrumentation lighting ... these are just a few of the areas our specialists cover for you. The next time you are faced 
with an enigma...call CECO. Besides brainpower, we have the largest supply of equipment in the world. No matter where 
you’re located, a telephone call will start the gears meshing at once. 


*CECO — Trademark of Camera Equipment CO., Inc. 


OMEGA D2V AND 

AUTOMEGA D3V ENLARGERS 
First with a built-in variable 
condenser system. The ultimate 


in 4” X 5” enlarging equipment. 

SPECTRA PROFESSIONAL =| 

EXPOSURE METER a 

3 meters in 1— | 

illumination, contrast CECO CONVERSION OF AURICON 

and brightness. CINE-VOICE CAMERA 

Built-in computer; Converts for use with external magazines, 

dual light scale. ‘400, 500 and 1200 ft. Veeder footage 
MOVIOLA EXTENSION FOR MULTIPLE | counter included. Torque take-up motor. 

SOUND TRACK EDITING 


Add a sound head to your, Moviola. 


16mm or 35mm. 
: AMERA EQUIPMENT (O..INC. 315 West 43rd St, New York 36, 
Don't Q WUdson 6-1420 | 
delay oe : Gentlemen: I am interested in the items checked below. 
for more “ Please rush me more free information on these products 
rm : 1 MOVIOLA Sound Track Extension C) FREZZO-LITE Model “500A” 
info ation C) SPECTRA [ CECO Synch Motor for Kodak K100 
send : 1 OMEGA and AUTOMEGA Enlargers ©) CECO 35mm Stop Motion Projector 
CECO AURICON Cine-Voice Conversion CRAMER Continuous 16mm Processor 
this ; 1 RAPROMATIC Film Processor C) CECO Pro Jr. and Pro Sr. Dolly 
MAGNASYNC Type 5 Sound Recorder (©) PROTECT-A-PRINT 
postage =: CO) CECO Ditty Bag C LOWEL-LIGHT with Barndoor 
free Name Title 
RAPROMATIC FILM PROCESSOR 
FOR 16, 35, AND 70MM card > Firm 
Revolutionary technique develops and fixes TODAY! : AS 
film as you shoot. Superior image quality. ° g 
Projects in seconds, fits all cameras. : City Zone State 


white facilities including cutting rooms, storage rooms and the finest screening facilities in the east. 
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MAGNASYNC TYPE 5 SOUND RECORDER 
The most universally accepted sound system in America. Meets 
all SMPTE and Academy standards. A professional recorder for 
professionals. Available in split 16, 16, 17% and 35mm. 


CECO DITTY BAG 
The ideal carry-all. Keeps 
necessary small equipment 
and tools accessible. 


CRAMER CONTINUOUS 16MM PROCESSOR 
CECO RED LAKE 35MM STOP MOTION PROJECTOR Compact; economical; portable. Can be 


Variable speed remote control, forward and operated in daylight. Fully automatic. 


reverse. 8 to 24 pps; 1000 ft. capacity; positive 
single frame. 


CECO 110 VOLT AC SYNCH-MOTOR Bi = By 
FOR KODAK K100 CAMERA = 

Precision motor drives camera at exact 
sound speed of 24 fps. Synch motors for 
other cameras available. 


FIRST CLASS 
PERMIT No. 4236 


New York, N. Y. 
Sec. 34.9, P. L. & R. 


BUSINESS REPLY MAIL 


NO POSTAGE STAMP NECESSARY IF MAILED IN THE UNITED STATES 


POSTAGE WILL BE PAID BY 


CAMERA EQUIPMENT COMPANY, INC. 


DEPT. 64, 315 WEST 43RD STREET 
NEW YORK 36, N.Y. 
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LIGHTWEIGHT FREZZO-LITE MODEL “500A” ’ 
Powered by latest development in batteriega™ 
Delivers 32 min. of high intensity light. 


CECO is ready to equip you completely with everything from 
editing gloves to the world’s finest Motion Picture and TV Equipment. 


CECO PRO JR. AND 

PRO SR. 3-WHEEL DOLLY 
Collapsible; lightweight; ball 
bearing rubber casters. 

Jr. weighs 151/, Ibs.; Sr. 18 Ibs. 


in New York: 
Camera Equipment Co., Inc. 
315 W. 43rd St. 
JUdson 6-1420 


in Hialeah, Florida 
Camera Equipment Co., Inc. 
of Florida, 1335 E. 10th Ave. 
TUxedo 8-4604 


in Hollywood, California: 
Camera Equipment Co., Inc. 
6510 Santa Monica Bivd. 


HOllywood 9-5119 


SALES - SERVICE - RENTALS 


PROTECT-A-PRINT 
A 10 ft. leader on your film clean 
film path, removes emulsion mm 
build-up, eliminates film scratch, 


LOWEL-LIGHT WITH 
SIZE BARNDOOR 
Attaches instantly to most any 
with clamps or Gaffer Tape. Lge 
weight barndoors assure professi@m 


light control. 
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MOVIELAB FILM LABORATORIES 
MOVIELAB BUILDING, 619 W. 54th ST 7 
NEW YORK 19, N.Y. JUDSON 6.0360 


¥ developing color negatives © additive color printing © reduction printing including A & B «color 
Slide film processing blowups internegatives Kodachrome scene-to-scene color balanced 
printing © Ektachrome developing and printing © registration printing « plus complete black and 
white facilities including cutting rooms, storage rooms and the finest screening facilities in the east. 
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... featuring today’s highest resolution for wide 
screen, television and photo instrumentation 


This new Super Baltar line of matched motion picture lenses 
complements and expands the famed Baltar series to include 
70 mm coverage. And it balances illumination, flattens the field, 
and heightens contrast like no lens you’ve ever seen! You get high 
picture fidelity from corner to corner, edge to edge, of the film 
frame—dependable result of the most critical optical 
characteristics ever built into a professional lens. 

Features include: minimum back focus of 32 mm; choice of 
mounts, barrel or custom focusing, to meet your specific needs; 
seven focal lengths, from 25 mm to 9”, optically centered to full 
aperture; 70 mm coverage with 3”, 4”, 6”, and 9” lenses. 


Write for Technical Publication F-162, Bausch & Lomb ix 


Incorporated, 88413 Bausch St. | bee 
Rochester 2, N.Y. Bore il? 


*Trademark Bausch & Lomb Incorporated B AUSCH & LO 


Revolutionary new 

Mitchell R-35 Reflex 

Studio Camera 

features new Super Baltar 

Lenses—in special focusing mounts 
designed by B&L in collaboration with 
Mitchell engineers. 
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Continued From Page 14 


with Jackie Coogan and. Marvin Miller. 
Russell Hayden, director. 


Russett Mettry, ASC, “By Love Possessed” 
(Mirisch Pictures, Inc—Seven Artists Prods, 
for UA) with Lana Turner and Efrem Zim. 
balist, Jr. John Sturges, director. 


Murray DeArtey, “The Eye of the Needle” 
(Gadette Prods. of Arizona) with Seamon 
Glass and Thayer Roberts. Frederic Gadette, 
director. 


KENNETH PeEAcu, Sr., ASC, “You Can’t Run 
Far” (Harvard Films; UA Films) with 
James Brown and Merry Anders. Edw. L, 
Cahn, director. 


FLtoyp Crosspy, ASC, “Age of Consent” 
(Vega Prod. for UA) with Patty McCor- 
mack and Lee Kinsolving. Buzz Kulik, 
director. 


METRO-GOLDWYN-MAYER 


Joun NICHOLAUS, “Rawhide”* (CBS-TV) 


with Eric Fleming and Clint Eastwood. 


DaLtE DeverMAN, Nick Musuraca, ASC, 
“The Islanders’* with William Reynolds 
and James Philbrook. 


Stuart Thompson, ASC, “National Velvet”* 
(Velvet Prods.) with Lori Martin and Ann 


Doran. 


Paut ASC, “Oh, Those Bells”* 
. CBS-TV) with the Wiere Bros, and Henry 
orell. 


Ivano, “The Jim Backus Show”* 
(Calif. National Prods.) with Jim Backus 
and Nita Talbot. 


WILLIAM Spencer, “Peter Gunn’’* (Spartan 
Prods.) with Craig Stevens. 


Georces PERINAL, “Four Horsemen of the 
Apocalypse” (C’Scope & Color; Julian 
Blaustein Prod.; shooting in Paris) with 
Glenn Ford and Ingrid Thulin. Vincente — 
Minnelli, director. 


JoseEPpH RutTTENBERG, ASC, ‘“Spinster”’ 
(C’Scope & Color; Julian Blaustein Prod.) 
with Shirley MacLaine and Laurence Har- 
vey. 


HARKNESS SmitH, “The Americans’*. 


Ropert Surtees, ASC, “Mutiny on _ the 
Bounty” (Ultra Panavision & Color; shooting 
in Tahiti; Arcola Prods.) with Marlon Bran- 
do and Trevor Howard. Sir Carol Reed, di- 


rector. 
N.B.C. 


ALAN StTENsvoLD, ASC, “Dinah Shore 
Show” (Sewanee Prods.; “Groucho Marx 
Show” (Film Craft Prods.) “Roy Rogers 
Show” (Sewanee Prods.). 


PARAMOUNT STUDIOS 


Snyper, ASC, “Bonanza’’* ‘(NBC- 
TV) with Michael Landon and _ Dan 
Blocker. 


FRANK Pui.uips, “Have Gun Will Travel’”’* 
with Warner Anderson and Tom Tully. 


FRANK PLANER, ASC, “Breakfast at Tif- 
fany’s” (Jurow-Sheperd Prod.; Technicolor; 
shooting in New York) with Audrey Hep- 
burn and George Peppard. Blake Edwards, 
director. | 


Harian, ASC, “Hatari!” (Howard 
Hawks Prod.; Technicolor; shooting in 
Africa) with John Wayne and Gerard 
Blain. Howard Hawks, producer-director. 


Continued on page 58 
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and friend to 


Simplified — 
geared camera 
attaching method = 
knob easily accessible 


thousands of cameramen 


Adjustable 

a Tilt lock pan handle 
0n All tripods: have one thing in common— ee 
rte, they rest on three legs. But there the and adjustable angh a 

the comparison ends. n handle location, a 
un or right hand 
ith Because PRO JUNIOR towers like the 
L. Empire State Building over ordinary tripods. 
” Because PRO JUNIOR is the world’s most 
or- convenient tripod with the world’s 
ik, finest features, including: . 

Pan tension brake 

e Simplified camera attaching method. 

Adjusting telescoping pan handle with adjustable Detachable head 
angle. | interchangeable 

¢ Sockets for left, right or reverse tilt. on baby tripod 
iG ¢ Special pan tension adjusting knob, independent of and Hi Hat 
ds pan lock. | Telescoping 

Cast in tie-down eyelets, pan handle 
Self-adjusting double leg locking knobs. 

« IDEAL FOR MOTION PICTURE AND TV VIDICON 
CAMERAS. 
+ And still the price is unchanged, which makes 
ry PRO JUNIOR the world’s best tripod value. 

Pros go for PRO JUNIOR. See it today. 
2 $150.00 


Self aligning 
double leg 
lock knobs 


> 


we 


CECO Professional Jr. Hi-Hat 


An adapter for extremely low- 
mount setups; also used for title 
stands and permanent mount- 


ings. Handles either friction or CECO Protessiona! Jr. PROFESSIONAL JR. 
geared-drive tripod heads. $22.00 Adjustable Wooden Baby Tripod Geared Head 
Accepts all Pro Jr. Tripod Used on Professional Jr. standard 
FRANK C. ZUCKER Heads. Has substantial shoe and tripod. Crank handles control 
spur. Measures 26” extended pan and tilt action. 
AMER EQu O from floor to flange, 18” col- 175.00 Head only. 
( ( “9 . lapsed. Weight 7 lbs. $75.00 $225.00 Complete with 


1. A__315 West 43rd. St., New York 36, W. Y. JUdson 6-1420 


PROFESSIONAL JUNIOR *— product of experience 
| . 

n | 
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CANADA 


UNITED S 


PRODUCTION 
RENTAL NEEDS! 


LIGHTING . ARCS .INCANDESCENT 
MOBILE GENERATORS 


TRANSFORMERS 

CAMERAS.. CRANES. .DOLLIES 
CAMERA CARS 
TECHNICAL CONSULTANTS 


Frost will handle your production needs 
from conference room to film can. Studios... 
Transportation ... Unit Managers... Talent 
... Crews... Locations... Make-up... and 
Script Personnel. Our expanded facilities 
are yours for the asking. 


\ 


4 


TATES 


NO BORDER PROBLEMS 


Duplicate production facilities 
for your convenience 


Canadian Office: 


6 Shawb 
Belmont 


Faster Service 


MAIN OFFICE: 
234 Piquette TRinity 3-8030 
DETROIT 2, MICHIGAN 


ridge, Toronto, Ont. 
2-1145 


Because We 


CANADIAN OFFICE: HOLLYWOOD OFFICE: 
6 Shawbridge BEilmont 2-1145 4224 Teesdale POplar 2-8296 
TORONTO, ONTARIO N. HOLLYWOOD, CALIFORNIA 
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Hollywood 


AURICON EQUIPMENT IS SOLD WITH 
DAY MONEY-BACK GUARANTEE. 


“CINE-VOICE IL’ 16mm Optical Sound-On-Film Camera. ‘“‘AURICON PRO-600''16mm Optical Sound-On-Film Camera. 
+ 100 ft. film capacity for 2% minutes of + 600 ft. film capacity for 1642 minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC recording. + $1871.00 (and up) with 30 day 
operation. + $967.00 (and up). money-back guarantee. 


Aunicow 


PORTABLE POWER SUPPLY UNIT — Model PS-21...Silent 
in operation, furnishes 115-Volt AC power to drive 
“Single System” or “Double System” Auricon 
Equipment from 12 Volt Storage Battery, for 
remote “location” filming. + $269.50 


Strictly for Profit 
CHOOSE AURICON 


lf it’s profit you’re after in the production of 
16 mm Sound-On Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Optical or 
Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 

Strictly for Profit—Choose Auricon! 


“PRO-600 SPECIAL” 16mm Light-Weight Camera. 
* 400 ft. film capacity for 11 minutes of 
recording. * $1,295.00 (and up). 


TRPOD—Models FT-10 and FT-10812...§- AU 
Pan-Tilt Head Professional Tripod for 
velvet-smooth action. Perfectly counter-balanced 
to prevent Camera “dumping.” «$406.25 (and up). 


HOrirwoopv 


* Auricon Equipment is sold with a 30-day Money-Back Guarantee. You must be satisfied. 


eDo02 Romaine St., Hollywood 38, 


‘SUPER 1200'' 16 mm Optical Sound-On-Film Camera. 
+ 1200 ft. film capacity for 33 minutes of 
recording. +« $5667.00 (and up) complete for 
“High-Fidelity” Talking Pictures. 


FILMAGNETIC —Finger points to Magnetic pre-stripe 
on unexposed film for recording lip-synchronized 
magnetic sound with your picture. Can be used 
with all Auricon Cameras. 4¢ $960.00 (and up). 


MW, Emo. 


Calif. write for your 
free copy of 

this 74-page 
Auricon Catalog 


® 


MANUFACTURERS PROFESSIONAL 1GMM CAMERAS SINCE 10931 
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NEW 


Professional jin cquipmMENT, ACCESSORIES, SERVICES 


ILLUMINATION, 
CONTRAST and 
BRIGHTNESS! 


as: HAND CALIBRATED FOR 
ABSOLUTE ACCURACY... 
+4 When thousands of dollars of narrow-latitude 
sa color film is shot, exposure must be ‘‘on the : 
a button.’ No wonder, therefore, that Hollywood's CECO Tripods Improved nounced by Natural Lighting Corp., 
ae top cameramen and lighting technicians rely Heavy-duty grooved tripod legs are 639 So. Flower St. Burbank. Calif 
exclusively on SPECTRA! For this is the only tandard ll CECO Profession- 
now standard on a Tradenamed “ColorTru” converter, it 
meter in the world employing bench-matched . 
components, with al Junior permits use of ordinary 120-volt house- 
44 direct reading slides for every ASA film rating, increases tripod rigidity regardless o . . ; 
present or future! Directly shows “f” stop, hold lamps for motion picture photog 
and foot candles, as well as brightness and raphy. The converter, rated at 900 
even in low light grooved a watts, will service nine 100-watt, 120-v 
ie. you're serious about photography, there is wer of the lez members, thus mini- ‘ 
only SPECTRA! Complete with 14 slides, grid, lamps, or their equivalent in any com 
a disc, handsome fitted case........ $97.50 Ing =o aug bination, and will raise their illumina- 
Be: Distrib. by Scopus, Inc., N.Y. equipped with dounble-knob leg locks, — tion to the correct color temperature 
pe R PHOTO | RESEARCH CORP. assuring equal ee each tripod — for use with either 3200° K or 3400° 
Co. S18 K color films. List price is $49.50. 
a New York 36, N.Y. 
a = = 16mm Zoom Lens 
a == =reversa pri inting = “Butterfly” Combination Wollensak Optical Co., Rochester, 
= and process! ng A quick demountable “butterfly” N.Y., 
= = | (scrim) unit is offered by Mole-Rich- ‘or f 6 
= |ardson Company, 937 No. Sycamore ‘8 T@nge 1s trom L 
ed above, the accessory consists of the 
Be: necessary frame members, plus a sin- and can be used either way. The pho- 
ae = + Work Prints ° Fastax Service == | gle and a double scrim, a silk, and a tographer can pre-set the lens to dis- 
a = *Color-to-Color Prints * A&B Roll Prints —— storage bag Size of butterfly when tance and aperture before he shoots, 
Raw Stock Timed Prints: erected is 6 feet square. Attachments he and 
aa == == | provide for mounting on a Type 3272" while he is shooting by manuaily 
7 ——_ Write for complete information . . . Moleflectot pedestal. pulling out the outer segment of the 
| —— lens barrel. Resolution claimed is bet- 


723 Seventh Ave. han 50 li on Plus-X 
LAB-TY X ter than ines per mm on 
| N.Y. 18, JU 6-228" | Colortru Converter film and 600 lines on television. List 
A new compact converter, smaller price is $298.00. 
: than the standard Colortran, is an- Continued On Page 58 
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tg SUPER HYPAN® 16mm negative film has a fast ASA with full detail discrimination from highlight to shadow. 
ina 500 Daylight, 400 Tungsten rating that sidelines costly And, Super Hypan has processing adaptability to per- 
nually lighting equipment. When areas are large and illumi- mit forcing for speeds of 1000 or better. Try this new 
of the nation low, this new high speed film can eliminate a high speed stock on your 

ee carload of lighting rentals by performing reliably with next assignment for a new 

Plus-X the light available. The quality: The best of any high quality in low light levels. 

“ar speed film now available! New Super Hypan negative Ansco, Binghamton, New 

t film has a tight grain pattern and resolution approach- York, A Division of Gen- 

as ing that of medium speed films. It prints cleanly, crisply eral Aniline & Film Corp. 
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POST-INVENTORY 


CLEARANCE SALE 


* CAMERAS, 35MM 


ARRIFLEX 1, 3 Goerz Apogar lenses; 200’ magazine; 12V 
...595 .00 


Magic 0-10° variable shutter; 2 


MITCHELL SID., 5 Baltar lenses; 2-1000’ magazines; 110V 
wild motor; mattebox; viewfinder; cases.............. $2995 .00 
CUNNINGHAM, portable; pilot pins; 110V motor; 
200’ mag.; case $295 .00 
WALL MOVIETONE; 4 lenses; 2-400’ mags.; 12V_ motor; 
Mitchell type finder: base $795. 00 
DEBRIE K, metal, 3 lenses; 12V motor; 6-400’ mags; 
mattebox; cases $395 .00 


* CAMERAS, 16MM 


MITCHELL. 16; 4 Baltar lenses; 400’ & 1200’ mags; 
mattebox; sunshade; kinescope 170° variable TV shutter; 
upright viewfinder; cases ...... ns ..$3995 .00 

B&H SPECIALIST w/rackover; 400’ mas jazine, “sync- 
motor; footage counter; telescopic finder; cases. 
$1800 original cost $595.00 

BOLEX, Converted 400’ mag.; rackover; oy 
110V wild motor. $900 original cost 9.50 


B&H ZODA w/400’ mag.; 3 Cooke lenses, case ...... $495:00 
MAURER O05 w/finder; 400° mag.; syncmotor; 
mattebox, case. $5600 original cost $1995.00 


MAURER 05, 4-lens turret; vertically mounted sync- 

motor; turret and focus controlled from rear like 

TV. Less lens, $995 .00 
CINE Special i; 3 case $329 .50 


* CAMERA ACCESSORIES 


ARRIFLEX Voltabloc Powerpacs, used. With eulld -in 
charger $110; Less charger $99.50 


MITCHELL Std, 400’ bipack magazine $295.00 
PHOTO RESEARCH Spectra Meters with filters 

sphere, case. 2 Color $129.50 
NATIONAL CINE Crab Dolly, very good condition 

$4750 original cost $3750.00 
RABY heavy studio dolly $895.00 


MOTORIZED DOLLY aeekoiving head; 7’ boom height; 

2 seats; hihat; brackets for 6 lites. Orig $4000....$695.00 
M-H Viewfinder, B&H mount. $160 original cost ........ $99.50 
AKELEY Gyro Tripod, $1100 originally $595.00 
EYEMO 6V Motors, 8/48 fps; with cable and switch. sd 


New .50 
PAKO Drum Print Dryers. Close out ........... $19.50 
CECO CINE Special Blimp, syncmotor $395.00 

* LABORATORY EQUIPMENT 
PHOTOVOLT Densitometer 16/35mm with soundtrack 
accessory. Cost $750 when new $395.00 
PAKO Heat Exchangers, controls solution tempera- 
tures accurately, $300 value. New (Surplus) ........ $98.50 


FRIED Light Scene Tester, 1 to 1] exposures. As is....$99.50 
EASTMAN Electric 35mm Film Waxing Machine with 
heating element & motor. Orig. $1500. Rebuilt....$695.00 


* ANIMATION & SPECIAL EFFECTS 


TEL-ANIMASTAND, sliding celboard, shadowbox & 


platen. Original cost $3,600. Demonstrator ........ $2250.00 
TEL-ANIMAS!AND, art N/S/E/W, rotary movements. 
New demonstrator. $3000 value $1795.00 
B&H 35mm Animation Cameras; 400’ magazine; dissolve. 
$1250.00 
SAME with thru-lens tocusing................................ $1750.00 


* MOTION PICTURE PRINTERS . 


B&H Model D 35mm Continuous Printer, sound & picture, 


with DC lamp supply. Rebuilt $3495.00 
B&H, Printer, step contact, pilot pin spreaders, semi- 
automatic light change. $4000 orig. cost ............ $995.00 


ACME Dual Head 35mm Step Printer, Cinecolor. Original 
cost $14,000 (Bank foreclosure) $2995.00 


TAKE ADVANTAGE OF THESE SENSATIONAL REDUCTIONS! 
Hundreds of Other Close-Outs Included in this Sale! 


NEW...USED...REBUILT...SURPLUS 


DUPLEX 35mm Step Printer, pilot pin registration..$795.00 
CINECOLOR Double Head 35mm Step Printer with auto- 
matic lite change and timing device, 
Originally $12,000 (Bank foreélosure) $2495 .00 


* LIGHTING EQUIPMENT 


BARDWELL-McALISTER 750W Baby Keglite heads......$39.95 
BARDWELL-McALISTER 2000W Spots, likenu ..:........... $89.95 
MOLE RICHARDSON 2000W Spots, black #412.........: $79.95 
MOLE RICHARDSON 5000W Spots, black #415 ....$149.95 
MOLARC 150 amp. head, grid and pedestal. List price 

$2410 when new $795.00 
SILVER REFLECTORS, 48”; on rolling stands. 

List price $200 when new $49.50 


*% RECORDING EQUIPMENT 


GAUMONT-KALEE Flutter Meter, insures perfect 


recording. Orig. $1500 (Bank foreclosure) . .--$395 .00 
WESTREX 235mm Dubbers, 220V 3ph interlock 
List price $1500 when new $249.50 


RCA PHOTOPHONE 35mm _ Fantasound film phonograph 
with Selsyn motors. Orig. $6,500 $695 .00 
KINEVOX 16mm Sync Magnetic Recorder $395.00 
REEVES 16mm Magicorder PV100, portable. —— in oscil- 

lator, eqaulization, 2 pos. mixer, $4500 when 


* PROJECTORS, BACKGROUND, 
PREVIEW 
SIMPLEX 35mm projector mechanism . $75.00 


BACKGROUND Arc Projector, 35mm movies or slides; 
120 amp. arclamp; rheostat; lenses. Cost $15,000 to 
build, unassembled, as is. Plus crating $395.00 

FILMCRAFT 35mm Movie Background Process Outfit. Write 
for details. $15,000 value (Bank foreclosure) . $1995.00 

TRANSLUCENT Background projection screen, 9’x1 2". 


SIMPLEX Acme 35mm Arc Sound Projector with 
pedestal, $235.00 


PREVIEW Interlock Projector, DeVry, 1O00W lamp, runs 
picture and sound simultaneously $995.00 


* MOVIOLAS, EDITING MACHINES 


NEUMADE Synchromaster 16mm single........................ $87.50 
NEUMADE~16mm Measuring Machines. 

Single $39.50; Dual $59.50 
MOVIOLA 16mm UL-20-M16 with magnetic search- 

ing head. $2495 value (trade-in), like new ........ $1895.00 
MOVIOLA Preview 16mm Composite and 

16mm _ Sound $1495.00 
ACMIOLA 35mm Viewers w/stands, 6”x8'/,” 

motorized, $1500 orig. cost 295 .00 
AKELEY, 35mm Viewer, sound and composite 

aerial image. Orig. cost $3000; closeout ............ $395 .00 


* FILM PROCESSING EQUIPMENT 


GAROMATIC 16mm neg/pos. Processor; full temperature 
control; 35-gal. tanks for developer, hypo and ‘wash; 
Graham transmission. Owtput 3600’ per hr. Ideal for 
microfilm. Orig. cost $9500 when new $2495.00 

HOUSTON FEARLESS 22B neg/pos. Processor; full tempera- 
ture control; recirculation; output 1800’ per hr. Less 
airpump : $1995.00 

FILMLINE BRIDGAMATIC 16/35mm_ neg./pos. processor, 
variable drive, compressor. $2300 when new ....$1395.00 

MAMMOTH HOUSTON Color Processor, 16/35mm, Ansco/ 
Ektachrome, neg./pos., up to 1200’ per hr., 16 stain- 
less steel tanks, one fiberglass lined. Full '%,° 
temperature control. Recirculation, air supply, 7 squee- 
gees. Cost Cuban government $35,000. Rebuilt like 
new $11,995.00 

HOUSTON-FEARLESS 16mm daylight loading 
all HF processors. Cost $300 when new $79 

STINEMAN Drying Racks, 200’ 35mm _ capacity 
for 16mm). Cost U.S. government $25 (new, surplus)..$1.95 


ONE-STOP 


BELL & HOWE 


for only $Q 


GIVES THE LARGEST AUDITOX \ 
A MAMMOTH PICTURE 


Orig. cost 
new $2 
(U.S. 


Magnetic & optical heads 
High Intensity Arc 

30 Ampere rectifier with tubes 
50 Watt output amplifier 

2 twelve-inch speakers in carrying « 
Coated Lens (focus as required) 


Roll away stand 
ALL IN EXCELLENT CONDITION 

(without magnetic sound, only $895) 

Available on Lease Plan or Time Paym 


SOSaftfe 


Revolutionary new de- 
sign, opens and closes 
in one easy opera- 
tion. Made of air- 
craft aluminum with 
14-inch “turn-around” 
safety platform and safety zone gua 
3-inch wide ribbed aluminum steps 
‘“angle-cut’’ moulded nonslip rubber 
front and back feet. 
steps # 


Model #9611—25 Ibs., 90” ht., 4 
Model #$7211—18 Ibs., 78” ht., steps 
Model #6011—16 Ibs., 66” ht., 2. steps 
Model #4811—13 Ibs., 54” ht., 1. step 


Also aluminum extension ladders in st# 
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SUPPLY! 


Versatile 
VIEWER The MULTI-PURPOSE 


SOUND 


AUDITO 
PICTURE 


OWE 


EDIOLA SR. 


The 
rugged Has 
Howell M 
16mm an 
Exclusive 
BOTH 
and Features 


Most Advanced Professional 


Orig. cost 
16mm Action Viewer 


new $24 
(U.S. 
Surplgit right on your film. Models from left to right or 


t to left operation. Eliminates film scratching 
damage to sprocket holes — tension device 

Js ps image in constant focus—hum free amplifica- 

—synchronized with Precision Sound Reader. Accepts Most 
| tubes icture atways in focus—even when film tension slackens. i 
r IG, CLEAR IMAGE 3”x4” — remains sharp whether film is moving . 
- conven r stopped. Can be viewed in lighted room. Professional 

th ng © excess heat on film even when still. 

quirec cated Multi-faced Prism prevents flicker. 

pen Gate Threading. Tr ipod Heads 
CONDITION an be synchronized with Sound Readers. ‘ 
d, only $895) Heomfortable viewing distance at 10” to 14”. 
1r Time Paym dividual Framing and Focusing Controls. 
oe. i-power projection lamp—easily replaced. 


ip-up design allows cueing right on film—no frame loss. 
ows up normally undetected flows in film. 


Ediola Sr. M Viewer and Sound Reader 
mbination with Base 


 Ediola Sr. Action Viewer Mode! M 


$135.00 $ 75—for a Baby Tripod. 


$195.00 $ 32—for a Tripod Triangle with 


| MA Professional 8mm Viewer $99.50 clamps. 


$ 22—for a Hi-Hat. 
$ 72—for a Dolly with clamps. 


Write for broch ure 


9.0.5 LEASING PLAN Total $201. . . Get This 


per acquainted with the many advantages of this MULTI-PURPOSE S.O.S VERSA-DOLLY 


an, specially designed for the Motion Picture Indus- 
try, making it possible to obtain latest film produc- 
ion and exhibiting equipment on very liberal terms. 
rite for FREE booklet. 


WHY PAY: 


Zone gue 
inum steps 


steps 602 WEST sand ST. NEW YORK 19, N.Y. esr. 
e Phone: Piaza 7-0440 Cable: SOSOUND 


adders in sie 


| 
Li. 
% 
| 2 
x IT's a vol 
> 
J 
| FOR Only : : . Case for Versa-Dolly (holds also Tripod Head) $9.50 
___-=WESTERN BRANCH—6331 Hollywood Boulevard, Hollywood 28, California—Telephone: HOllywood 7-2124 


a 


JOHN MURRAY HEADS F & B’ 
NEW, EXPANDED LIGHTING CENTER 


Cukaloris and cone lights ...double broads and 
baby spots...pigeons and polecats...obie 
lights and frezzolites...scrims and silks...cen- 
tury stands and snoots...barndoors and but- 
terflies...twecos and stage boxes...and of 
course all the conventional lights including 
baby kegs, 2 KW and 5 KW spots, generators, 
Colortrans, boosters and Variacs are always 
available from the tremendous stock in the 
F & B Lighting and Grip Dept., headed by 
capable John Murray. 


Why do filmmakers 

prefer to deal with 
Florman & Babb? In our 
technical field, the only 
answer is SERVICE ... and 
service is PEOPLE. 

Here is just one of the many 
skilled technicians at 
Florman & Babb whose 
experience and know-how 
are always available to 


solve your problems. 


Do you have a lighting 
problem or any questions 
regarding lighting or grip 
equipment? I'll be glad to 
recommend the best solu- 
tion. My experience over 
many years with hundreds 
of different lighting prob- 
lems is available to you for 
the asking. Just write or call 
me at F & B. 


FLoORMAN & Bass, Inc. 


68 West 45th Street, New York 36, N. Y. 


Murray Hill 2-2928 
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AMERICAN 


JANUARY @ 1961 


HER 


A New Year—A New Venture 


This issue marks an innovation for American Cinematographer in the 
presentation of contemporary cinematographic procedure to readers. 


As our cover indicates, this issue is devoted for the most part to certain 
techniques and procedures in the photographing of motion pictures. In a 
sense, it is a condensed textbook on a number of important technical pro- 
cedures related to motion picture photography and production—the result 


of numerous requests from readers for information concerning them. 


The techniques are not, however, those limited to Hollywood entertain- 
ment film production. Business, industrial and educational film production 
today moves on higher levels than ever before and now utilizes most 
all of the advanced techniques which had their beginning in theatrical film 
photography. Many cinematographers working in fields outside Hollywood 
and other entertainment film production centers have not had opportunity 
to observe or to work with these professional methods and the equipment 


incident thereto, hence their letters, and thus our response. 


We hope readers in general will find much in the way of helpful tech- 
nical information in the five articles in this issue dealing with Techniques, 


and benefit therefrom. 


There will be other special Techniques issues to follow, and we welcome 
readers’ comments and suggestions that may be helpful in improving the 


presentation and content of subsequent special issues. 
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addition to the camera crew. The dolly was moved and braked by 
man-power to achieve the precise speed required to keep the camera f 
centered on the riders. A . 


FIG. 1—Making a follow-shot on location for MGM's “The Last Hunt.” 
The balloon-tired dolly carries the bulky Technicolor camera, sound 
boom, and two “Brute"’ booster lights (out of picture at right) in 
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Moving-Camera Shots 

tr 

‘ | vi 

The mobile camera is an effective means of giving a scene added pe 

dramatic impact, for recording sustained action without cuts, re 

or for adding a measure of action to otherwise static scenes. _ 

pl 

al 

| | fc 

HE ““MOVING-CAMERA SHOT’ is executed with the shot. One of its purposes is to enable the camera to tr 

camera mounted on a dolly, boom, or other con- follow a given action or player in order to maintain ri 

veyance so that it moves as the action in the scene the same dimension on the screen throughout the an 
unfolds. The camera may be moved “in” (toward) action. Another is to enable moving the camera pro- 
or “out” (away) from the subject, or it may follow gressively away from or toward a subject or action 
a player as he moves about on the set. Or it may for sharp dramatic effect—an effect similar to that 

simply move forward or backward to take in a cer- achieved by a zoom lens. 

tain desired scope of the set or location for orienta- In most instances, moving-camera shots are very 
tion purposes—a technique used more and more in carefully planned in advance of shooting. Often 
shooting action backgrounds for the main and credit they are specified in the script as the best means of 
titles for a picture. achieving pictorial or dramatic emphasis with the 
The moving-camera shot is sometimes also re- camera. The director of photography and his camera 
ferred to as a dolly shot, a trucking shot, or a follow crew execute such shots according to the result de- 
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sired. Often the decision to shoot with the camera 
moving is a last-minute choice of the director. 


The Equipment 


Vehicles or carriers used on the set or on location 
for making moving-camera shots range from the 
simple fixed, three- or four-wheel dolly to the power- 
ful, balloon-tired motor-propelled camera car. In 
between are the crab-dollies, motorized camera 
cranes, and the giant camera cranes such as the well- 
known Chapman. 

Of all these mobile camera carriers, the dual- 
steering crab-dolly is the most versatile and helpful 
when working on the sound stage or on location 
interiors. Its odd name derives from the fact it af- 
fords two distinct travel patterns for moving-camera 
shots: straight forward or backwards, at the same 
time permitting abrupt angular turns, or in circles 
of varying diameters. The four, rubber-tired wheels 
of the crab dolly are swivel mounted but interlocked 
so that all four may be controlled directionally si- 
multaneously. Both the front and rear pairs turn on 
axle spindles in a manner similar to the front wheels 
of an automobile. A two-position gearshift sets the 
wheels for the desired travel pattern, or the dolly 
may simply be guided through conventional steering 
by a grip, the same as other camera dollies. (See 
diagram on page 46.) The camera support is usu- 


by ally a short, hydraulically-operated boom arm, af- 

bat fording a range of heights for the camera, but 
usually not the ability to raise or lower it during a 
shot, as with the larger counter-balanced camera 
cranes. 

Because of its light weight and low center of 
gravity, the crab dolly may easily be moved about 
the sound stage by one man. The two patterns of 
travel are known as “round” or “square.” An ad- 
vantage of the “round” or circular travel is that it 
permits moving the camera in close quarters— 
around massive furniture which cannot readily be 
moved, or through narrow passageways and cor- 
ridors. In such maneuvers, the back wheels follow 
precisely the path of the front wheels, permitting 
abrupt turns. 

The “square”’ pattern of travel is advantageous in 
following an actor around the set. The camera can 

to travel in a straight line, then abruptly do “squads 

in right” and continue at right angles with the dolly 

1€ and camera position (with relation to subject) un- 

Continued On Page 46 
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a FIG. 4—Two toboggans lashed together provided mobility for the 
tripod-mounted camera used to make important follow shots of a 

man traveling on snowshoes for ‘Storm Fear.” 
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FIG. 2—To make dramatic follow shots of race cars in action, what 
better camera car than a speedy sports car? MGM's cameraman 
Frank Phillips had the Mitchell mounted in the trunk compartment 
and crouched behind it as the car raced around the course ahead 


of the racers. 


FIG. 3—Something different in dolly tracks is shown here—a solid 
platform constructed of plywood panels nailed to a*tigid framework 
of 2-by-4’s. Boris Kaufman, ASC, used it in shooting many scenes 
on location for ‘‘The Fugitive Kind.’’ Dolly is actually a midget camera 


crane, with the boom counterweighted and providing seats for both i 
the operator and assistant. 
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TECHNIQUES 


BOOM-SHOT TECHNIQUE 


How boom shots impart a fluid 


quality to cinematography and 
enhance its dramatic potentials. 


N A SENSE, boom shots are sometimes also moving. 
camera shots, which are the subject of the preced- 
ing article. When the camera is mounted on a large 
boom to permit a wide sweep of aerial movement as 
well as to achieve height not attainable with a tripod, 
perambulator or other floor mount, it does in fact 
become a mobile camera. : 
The term boom shot derives from the fact that 
the camera is mounted on a boom extending from 
one of several types of conveyances designed for 


THE DRAMATIC success of the chariot race in MGM's ‘‘Ben-Hur"’ would 
not have been possible without the giant camera crane used in pho- 
tographing much of it. The equipment enabled the camera to capture 
the race from a wide range of angles and to give movement to the cam- 
era to further dramatize the spectacle of the chariots racing before it. 


THE RESEARCH COUNCIL Camera Crane, used by many Hollywood 
studios, is shown here on a Warner Brothers’ sound stage supporting 
the camera for a shot that ordinarily would require erection of a high 
parallel. With the camera mounted on the crane, changing its angle 
or moving it to another set-up is a simple and speedy operation. 
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DIAGRAMS SHOW the wide range of maneuverability 
f the Research Council Camera Crane pictured in use 
t left. The combination of possible viewing angles and 
ijamera movements is almost unlimited, and affords the 
pmeraman opportunities to develop many new and 
nusval photographic effects. 


cinematography. The camera boom is also fre- 
quently called a camera crane; thus the term, 
“crane shot,” which is synonomous. 

The camera boom being considered here differs 
from the smaller, hydraulically-operated booms of 
some types of sound-stage camera dollies in that the 
boom itself is longer and is counterbalanced with 
lead weights so that it may be raised or lowered by 
the boom operator with virtually finger-tip touch. 
This is a remarkable balance achievement when one 
considers that on the opposite end of the boom are 
the camera, its operator and sometimes the assistant 
or the director himself—a total weight of several 
hundred pounds. 

Briefly, the boom shot technique is employed to 
follow action, to capture the full scope of a sweep- 
ing subject; to more effectively establish the spacial 
relationship between separate elements in a scene; 
to focus audience attention sharply on one facet of 
a wide composition; to inject a measure of move- 
ment into a basically static situation; or to photo- 
graphically tie together two or more compositional 
components or set-ups in one continuous take. Let 
us examine more closely the specific function of the 
camera boom in each of the foregoing classifications 
of use: 

(1) To follow action.—This is the basic and ob- 
vious function of all boom shots. On the premise 
that the action of the main subject is of prime im- 
portance and that any background which happens to 


be captured in the scene is a happy dividend, a 
fairly common application of the boom shot is to 
start with a high establishing view of the situation, 
boom in to a close shot of a single character, and 
then follow the action of that character within the 
basic situation by keeping the camera on him at 
close range. The boom is maneuvered up or down, 
forward or back, as necessary, to enable the camera 
operator to keep subject centered in the frame. 

(2) To capture the full scope of a sweeping sub- 
ject.—It is in this function that the boom shot really 
comes into its own. Picture, for example, how difh- 
cult it would be to record the action of a film like 
“Spartacus” without the aid of boom shots. The very 
immensity of the subject itself cries out for a pan- 
oramic visual treatment. 

Similarly, the wide, ever-changing tapestry of a 
historical subject demands a fluid, all-seeing camera 
perspective. “The Alamo,” for example, profited 
greatly from such camera treatment. The colorful 
pageantry of this film epic was given full sweep by 
a camera which could start out as part of a milling 
crowd, then boom to a majestic height to view objec- 
tively the mass action of the Mexican army on 
parade, etc. 

_ Perhaps the classic example of a boom shot used 
to lend full sweep to a historical subject is the fam- 
ous railroad yard sequence in the memorable “Gone 


With The Wind.” The scene started out as a simple 
Continued On Page 52 


THE HUSKY, VERSATILE Chapman 6-wheel location crane is a familiar sight wherever 
Hollywood studios shoot on location. It is being used here by Columbia Studios for 
shooting action scenes on a distant desert location for ‘‘Cowboy.”’ 
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What do they do 


in RIO ona 
rainy afternoon ? 


ANS: They go to the movies— 
American movies—by the 
thousands. 


That’s one reason why tech- 
nical excellence is so vital... 
why the cooperation of the 
Eastman Technical Service for 
Motion Picture’ Film is so 
highly regarded.,.Branches are 
located at strategic centers— 
inquiries invited. 


Motion Picture Film Department 


EASTMAN KODAK COMPANY 
Rochester 4, N.Y. 


East Coast Division 
342 Madison Ave., New York 17, N.Y. 


Midwest Division 
130 East Randolph Drive, Chicago 1, Ill. 


West Coast Division 
6706 Santa Monica Blvd. 
Hollywood 38, Calif. 
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DOLLY-SHOT IN THE MAKING—As grip (3) pushes camera dolly 
forward, the camera assistant (1) changes focus by means of the 
remote focusing control extending at left of the blimped Mitchell 
camera. Meantime camera operator (2) watches scene through viewfinder 
and keeps camera centered on the osculating couple before him. 


Photo, above right, shows camera assistant (4) using remote focusing 
control some distance away from the Technirama camera. Pre-determined 
footage marks penciled on scale of instrument show where lens is to be 
set to correspond with the progressively changing distance between 
camera and subject. 7 


THE TECHNIQUE FOLLOW-FOCUS 


During the course of a boom or dolly shot, the distance between *: 
subject and camera is constantly changing, necessitating re-set- 
ting of focus to keep the subject sharp. Conventional follow- 


focus procedure is explained here. 


HE EXTENT TO WHICH boom and dolly shots are 

used today would never have been possible with- 
out the development of a means for accurately keep- 
ing the lens in focus as the camera changes its rela- 
tive position during the course of making the shot. 
This technique is known as follow-focus, and it can 
be automatic or manual, depending upon the camera 
equipment used. 

If the camera moves as it photographs a scene or 
action—or if the actor or actors move toward or 
away from the camera—obviously there must be a 
comparable and constant shift in camera focus if the 
subjects are to appear on the screen sharply focused 
for the duration of the shot. This can be achieved in 
two ways: manually—by adjusting the focusing ring 
on the lens as the camera or actor moves; or auto- 
matically—where cameras such as Technirama or 
the Mitchell NC are used and are equipped with 
Selsyn remote focusing control. 
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Follow-focus is no problem with the Mitchell BNC 
because automatic follow-focus control is an integral 
part of the camera. The focusing control is geared 
to the single camera lens and-also to the camera 
viewfinder. As the control is operated the camera 
lens is focused and at the same time the viewfinder 
is automatically corrected for parallax. 

_ During the making of a moving-camera shot, or 
one in which an actor moves progressively toward 


or away from the camera during the take, the assist- 


ant keeps the actor sharp by riding focus, to use the 
sound stage vernacular, continually adjusting the 
lens focusing to pre-determined settings as the action 
or dolly shot progresses. 

Following focus manually is achieved with such 
cameras as the Mitchell NC and 16mm by turning a 
knob on one side of the camera which is geared di- 


rectly to the lens and which has a white disc in the 


center for marking with a pencil the various focus 
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DIAGRAM SHOWS a typical photographic routine with two cameras for 
a TV film production in which the cameras, A and B, are constantly 
dollied about the set to cover the actors (A) and (B) in a continuous run, 
but in such a manner that the cameras do not interfere with each other 
or intrude in each other's field of view at any time. Here, the respective 
camera assistants must be constantly alert to keep the actors in sharp 
focus as the distance between cameras and actors change. The assistant 
rides the dolly along with the camera operator, and effects focus changes 


by means of the remote control extending from side of camera blimp. 


settings determined in a pre-shooting dry run of the 
camera. Where the remote control is employed, the 
assistant cameraman can work with greater freedom 
some distance from the camera. 

The secret of effective follow focus is that it must 
be accomplished so smoothly that the focus changes 
are imperceptible on the screen. This requires good 
judgment plus the ability to move the focus control 
the exact distance required each time for the focus 
change. If ineptly done, the focus will go “out” 
and the take will be ruined. This is understandable 
when one considers that the focus calibrations on the 
average lens for near distance are spaced farther 
apart than for the greater distances preceding the in- 
finity mark. For example, to adjust focus from 2-ft. 
to 3-ft. requires a substantial rotation of the focusing 
control on the lens, whereas the adjustment latitude 
in changing focus from, say, 25-ft. to infinity— 
particularly on a wide-angle lens—may be almost 
microscopic. Thus, in photographing a person walk- 
ing away from the camera at a constant pace will 
require revolving the focusing ring fast, then ease 
off to slower rotation as subject recedes into the dis- 
tance. Reverse action by the person requires just the 
opposite handling of the focusing. In either case, 
sharp focus must not only prevail at the beginning 
and end of the action or dolly movement, but all the 
way in between. 

Described below are four familiar patterns of ac- 
tion or camera movement which require follow-focus 
during shooting: 

1. The camera dollies about the set and photo- 
graphs either static or moving action. The camera 
may dolly toward or away from the subject, or it 
may “track” him from a fixed distance. 

2. The camera remains stationary but subject 
moves toward or away from it during the shot. 

3. The camera remains stationary but is panned 
or tilted, or both, during the take, from one object 
or subject to another situated at different distances 
from the camera. | 


TYPICAL CLOSEUP in which each subject is alternately brought into sharp 
focus to emphasize importance of their respective dialogs. Here the 
difference in distance from camera of both players is so slight that 
extremely precise handling of the focusing control is essential to achieve 
the desired effect. Unless there is a specific reason for alternating focus 
between two persons in a scene such as this, ‘‘split-focus" is employed 
so both persons register sharply. 
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4. The camera is stationary and photographs 
one or more objects in the scene alternating position 
during the take, thus requiring follow-focus to keep © 
them sharp. (See photo below. ) 

The first example requires utmost smoothness in 
the dolly movement. It must gradually accelerate, 
glide with a smooth “floating” action, then decelerate 
to an almost imperceptible stop. The camera should 
create the illusion of floating through space, and any 


Continued On Page 49 
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| TECHNIQUES 


DAY-FOR-NIGHT SHOTS 


How the illusion of nighttime is created in 


scenes photographed in the daytime. 


VEN THOUGH RECENTLY-DEVEL- 

OPED high-speed films now 
make it possible to photograph 
many actual night scenes in avail- 
able light there will continue to 
be a need for the established day- 
for-night type of shot. Day-for- 
night means a scene photographed 
in daylight having the illusion of 
nighttime. To achieve this effect, 
cinematographers employ various 
combinations of over-correction 
and under-exposure. The labora- 
tory plays a part in the result, too. 
Laboratories each have their pref- 
erence as to the kind of negative 
best suited to printing a realistic 


day-for-night shot. Most of them 


prefer density in the original neg- 
ative because it is always possible 
“print down” to gain a darker 


effect—whereas it is not possible 
to obtain a rich, full-bodied print 
from a thin, shadowless negative. 

In making a day-for-night shot 
using panchromatic negative, over- 
correction can be provided through 
use of filters such as a Wratten 25 
(deep red) or Wratten 23A (light 
red). The 25 is normally used 
where ample light prevails; it has 
a filter factor of 7. The 23A is 
better suited to semi-shadow areas; 
its filter factor is 4. In addition to 
using either one of these filters, 
exposure should be reduced ap- 


proximately two stops. This not 


only increases the effect of the 
filter but also decreases detail in 
the scene sufficiently to produce a 
more natural aspect of nighttime. 
Some. cinematographers hold 


that any sky area in a day-for. 
night scene should be rendered as 
dark as possible. Except where a 
very clear, blue sky prevails this 
is not always possible if any reas. 
onable detail is to be retained in 
foreground images. Where it is 
desirable to have sky area in th 
shot and to darken it, a neutrai 
wedge (neutral density) filter can 
be used to filter the sky area. This 
filter is also the one to use when 
shooting with back-light, which is 
highly desirable for day-for-night 
shots because it renders objects in| 
a scene in semi-silhouette and with 
an absence of detail in the dark 
areas — which is natural in true 
night scenes. 

It should be how. 
ever, that the sky appears bright 
est when back-light is employed; 
there is no blue color to be filtered 
out, so it must be absorbed by the 
neutral-wedge filter. 

Charles G. Clarke, ASC, who 
has photographed as many day. 
for-night scenes in Hollywood, per- 


haps, as any cinematographer al. 


ways uses a neutral density (N.D.) 
filter having a transmission factor 
of about 50% for night effects in 
black-and-white. 


Use Of Pola-Screen 


A Pola-Screen on the lens will 
also darken the sky for day-for- 
night shots, but its use is more or 
less restricted to shots made when 
the sun is directly“overhead or at 
right angles to the camera. The 
Pola-Screen cannot be successfully 
employed for day-for-night shots 
if the camera must be panned 
through a wide arc. This is because 
the polarization will vary and the 
sky tone will change in density as 
the camera moves through the 
panning arc. 

The foregoing applies. to day- 


-for-night shots made in open land- 


scapes or exterior long shots where 
detail in the actors’ faces is not 
important. Where facial details 
are important, then some addition- 
al factors must be considered. 

The red filters previously re- 


SET-UP FOR DAY-FOR-NIGHT SHOT: Dotted lines indicate actual area taken in by lens of wide-screen 
camera. Sky area is reduced to minimum by setting camera moderately high and tilting down, 
eliminating need for sky filter. High intensity light globes are used in locomotive headlights, also 
behind windows of station so these will “punch through" the underexposure created in achieving the 
day-for-night effect. 


ferred to, being over-corrective, 
increase contrast considerably with 


Continued On Page 54 
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Custom Built 


HRC 


Hot Splicers 


Now Available 


inal 


Cases 


NO DOWN TIME 
WHEN YOU USE HFC SPLICERS 


DOUBLE SCRAPING BLADES ON ALL UNITS 
MACHINE BLADES GROUND TO CLOSE TOLERANCES 


SEPARATE PROFESSIONAL SCRAPING BLOCK 


NO DOWN TIME WHEN SCRAPING BLADES BECOME DULL 
CHANGE BLADES IN SECONDS 


| SPECIAL, 


16 - “35MM 


8 & 70MM 


SPLICER (FS-70-1) 
(Military perf #1) 


SPLICER (FS-816)........ $229.50 SPLICER (FSC-1) 

CUSTOM BUILT CASE....... 15.00 = eri HD) Military $375.00 CUSTOM BUILT CASE 

1 PINT OF CEMENT...... 2.25 = pag ieee pote 1 PINT OF CEMENT 

1 PINT OF ACETONE...... 65 aoa. page: 1 PINT OF ACETONE 

100 SCRAPING BLADES ... 44.00 | 100 SCRAPING BLADES ... 
$291.40 100 SCRAPING BLADES ... 44.00 TOTAL VALUE 
$245.00 TOTAL VALUE ........... $441.90 SPECIAL 


SPECIAL ............... $395.00 


~~ 


“THIS OFFER EXPIRES MARCH 31, 1961 
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HOLLYWOOD FILM COMPANY 956 Seward, Hollywood, California, HO 2-3284 - 524 West 43rd St., New York LO 3-1546 
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HE TECHNIQUES OF cinematography, many and 
varied as they are, are based on certain essen- 
tials of procedure. The veteran cinematographer, 
working with a camera every day, has much of the 
procedure pretty well absorbed so that performance 
is virtually instinctive. The less experienced, how- 
ever, are faced with almost all the problems encoun- 
tered by the seasoned professional. Thus, to be suc- 
cessful, these cameramen must have ready answers 
to the many problems they encounter daily in their 
filming assignments. 

Where do they find the answers? Almost every 
new-generation cinematographer has pencilled notes 
or charts tucked in his billfold to which he refers 
whenever some problem of exposure, focus, etc. is 
encountered. Early-day studio cameramen did the 
same thing, indicating there always has been a need 
for a compact ready-reference book of tables, charts 
and formulas helpful to motion —, photogra- 
phers. 

Today, there is available a new, authentic and 
very complete data book for cinematographers—the 
American Cinematographer Manual—in which will 
be found charts,-tables and technical data helpful 


to those in every field of motion picture production. _ 


Almost every cinematic technique is explained or 
illustrated, and the most essential facts are made 
available in easy-to-understand charts. Some ex- 


amples of the technical information available in the 


Manual are set forth in the “question-and-answer” 
paragraphs that follow: 

Problem: Do you encounter a moisture problem in 
tropical locations when refrigerated unexposed film 
is opened for use? ; 


The new American Cinematographer Manual is replete 
with charts, tables, and factual information 


related to the techniques of cinematography for 


every motion picture photographer. 


Solution: Moisture will condense on any object— 
including motion picture film—when its temperature 
is below the dew-point of the surrounding air. Mois. 
ture condensation on film can be prevented by al- 
lowing the refrigerated film package to “warm up” 
before opening it. This requires time, of course, and 
depends upon the size of the package, degree of 
insulation and the temperature difference. More de- 
tails are given on pages 150 and 151 of the Manual. 


Problem: What is the depth of field of the Pan. 
Cinor zoom lens? How is it determined? Also, does 
the depth of field vary for the various zoom posi- 
tions? 


Solution: As the Manual points out on page 159, 
zoom lenses possess the same depth of field as lenses 
of similar focal length for any particular position 
within its zooming range. The depth of field varies 
as the lens is zoomed, of course, but this is of no 
consequence if the object being zoomed remains at 
a fixed distance from the camera. 

Where a zoom lens is zoomed on a moving object 


or from one object or subject to another, then follow- 


focus must be employed to keep the subjects in 
sharp focus. 

An important point to remember is that a zoom 
lens should always be visually focused at its widest 
aperture and at the telephoto position to insure 


overall sharpness and exact centering oer 


the zooming range. 
Problem: You are on. your first assignment to 


photograph a film for television. One of our prob- 


lems is knowing how much margin of safety to leave 
around a composition for the TV transmission cut- 
off or frame-reduction when composing a scene in 
the camera finder. 

Solution: There is no need to guess here; there is 
a comprehensive table of “Television Safe Action 
Areas” on page 184 of the Manual for both 35mm 
and 16mm camera lenses. Essentially, the chart 
shows the horizontal and vertical angles in degrees 
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for 35mm lenses ranging from 20mm to 150mm, 
and for 16mm lenses ranging from 5.7mm to 
100mm, so that the cinematographer can determine 
at a glance where to place his camera for a given 


shot. 
The subject of “Safe Action and Safe Title Areas” 


is discussed at length in a chapter beginning on page 


329 of the Manual and is accompanied by diagrams, 
reproduced on this page, that show these “safe” 
areas with respect to the camera apertures of both 
35mm and 16mm films. 


Problem: There’s a small object to be photographed 
at extremely close range. How do you do it? With 
a special lens? By using extension tubes? Or can a 
telephoto lens be used for this? 


Solution: The Manual has the answer for this prob- 
lem, too, on page 187. As revealed in the chapter 
titled ““Extreme Closeup Cinematography,” there are 
two basic methods for photographing very small ob- 
jects at very close range: by using extension tubes 
or a lens bellows in conjunction with the camera 
lens, or by adding a supplementary closeup lens— 
niounting it in front of the regular camera lens. 
The chapter explains when extension tubes should 
not be used; how it is possible to shoot ultra-closeups 
with the regular lens mounted on the camera in 
reverse; and the precautions that must be taken be- 
cause of the extremely shallow depth of field pre- 
vailing when extension tubes or a bellows is used. 
An important consideration, as the Manual ex- 
plains, is that use of extension tubes or a bellows 
changes the f/stop values of the lens used. But the 
cinematographer is aided in this problem by four 


DIAGRAMS SHOW the apertures and finder 
markings defining the ‘‘safe’’ action and title 
areas for 16mm and 35mm films for television 
as established by the American Standards Asso- = 


charts which enable him to tell at a glance how 
much the lens must be opened up in shooting ultra- 
closeups with the aid of extension tubes. 


Problem: When using two or more lenses in photo- 
graphing a motion picture, it is understandable that 
all of the lenses should give essentially the same 
exposure result at comparable apertures. How does 
the cameraman proceed when some of his lenses are 
calibrated in T stops, while others are calibrated in 
the conventional f/ stops? Is there a table or chart 
available that shows the comparative T stop for 
each stop? 


Solution: First let us answer the last question: The 
answer is “No.” As is pointed out on page 203 of 
the Manual, there is no fixed ratio between T stops 
and f/ stops which would apply to all lenses. Any 
difference between the T stop and the f/ stop of a 
lens represents actual light losses within the lens 
due to reflection from the glass-air surfaces and 
from absorption within the glass itself. | 

Re-calibrating a conventional f/ stop lens in T 
stops is an individual custom job, with the T stops 
determined from an exacting measurement of the 
light transmission of the lens at various stop posi- 
tions. 

Therefore, where absolute uniformity of exposure 
is expected in using a variety of lenses on a produc- 
tion, it is essential that all of the lenses to be used 
be balanced and re-calibrated—preferably in T 
stops so that when a shot is made with one lens at, 
say T 8, the next lens can be used with the aper- 
ture set. at the same T stop with assurance that 

Continued On Page 48 
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the dotted lines and action should be kept with- 
in boundaries of secondary solid line to insure 
complete reproduction of the film frame on 


television. 
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HIGHLY STYLIZED set for ‘‘Within Man's Power" (1953) in which the scene is suggested rather than 
depicted in full detail is excellent example of the experimental film-maker's art. The photography 


TH CRAFT OF CINEMATOGRAPHY 

has a dual personality. On the 
one hand, it is a technical skill 
predicated on and limited by cer- 


tain immutable principles of phys- 


ics, optics and chemistry. On the 
other hand, it is the skillful use of 
an artistic instrument which (in the 
hands of a competent craftsman) 
becomes the medium for visually 
realizing a thought, idea or story 
on the screen. 

There is no short cut to skillful 
cinematography. No matter if one 
wishes ultimately to become a Hol- 
lywood Director of Photography 
(with the coveted designation 
“ASC” after his name), a profes- 
sional cameraman shooting com- 
mercial or documentary films, or 
merely a home-movie maker a cut 
above the amateur level—certain 
technical know-how must be gained 
and assimilated. It goes without 
saying that the aspiring cinematog- 


rapher should know everything | 


possible about motion picture cam- 
eras, lenses, emulsions, film 
speeds, filters, lighting, exposure, 
depth-of-field, hyperfocal distance, 
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. involved 18 light changes, required 7 hours of lighting rehearsals for a scene screening one minute. 


and a myriad of other’ physical, 
optical and chemical principles 
peculiar to motion picture photog- 
raphy. Such knowledge can be 


gained in classrooms, through ob- 


servation (and questioning) of 
someone who already has it, and 
through diligent study of texts and 
handbooks on the subject. 


But the use of the motion pic- 


ture camera as a creative instru-. 


ment is something else again, for 
this is a skill that cannot be 


learned through books and lec- 


tures. There are only two ways to 
really learn anything about it: 
first, by viewing and analyzing 
outstanding films of all types— 


and, secondly, by plunging in and 


actually making films. Because the 
experimental film places virtually 
no restrictions upon the creativity 
of the serious student of cinema, 


it can function as a valuable, even 


necessary, training ground for the 
aspiring cinematographer. Nor is 
it the novice alone who can benefit 
from observing and working with 
this type of film. Many an estab- 
lished cameraman, bogged down 
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By CHARLES LORING 


in a rut of tried-and-true conven- 
tional technique, can infuse new 
life into his work by allowing his 
camera to take off on an occasional 
flight of experimental fancy—on 
his own time, of course. 

Just what is an experimental 
film? The term should be self-ex- 
planatory, but it has been so loose- 
ly used and abused that it is difh- 
cult to pinpoint a satisfactory defi- 
nition. Moreover, in recent years 
the designation has taken on a pe- 
culiar mystique as a result of the 
rarefied efforts of would-be avant- 
garde-ists, pseudo-intellectuals and 
sensation - seekers who have 
attempted to substitute film for 
psychoanalysis. To cut away the 
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THE EXPERIMENTALIST'S objectives may seem — 


_ out" when he’s shooting, but on the screen ! 


usually unfolds some highly imaginative work 
of any professional's consideration. More than ont 
experimentalist has created some new and impr 
photographic treatment that later was adopted ' 
photography of a feature film. 
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—proving ground for the cinematographer. 


esoteric underbrush and arrive at 
a definition that is clear and sim- 
ple, one might say that the experi- 
mental film is a type of motion pic- 
ture made primarily for the 
purpose of trying out certain 
techniques of expressing an idea 
or mood on celluloid. 

The important point is that one 
is frankly and openly trying out 
techniques. The very word “‘experi- 
ment” implies a_ searching in 
which failure is, if anything, more 
likely than success. For this reas- 
on, the experimentalist should not 
be chagrined or even surprised if 
many of the effects he attempts do 
not quite come off. On the con- 
trary, in working with film it is 
often possible to learn more from 
a failure or near-miss than from 
an out-and-out success. 


We shall assume that the aspir- 
ant has learned thoroughly, at 
least in an academic way, the tech- 
nical principles of cinematogra- 
phy. With continued application 
these mechanical axioms will fuse 
into a kind of technical sixth sense 
so that they will not demand near- 
ly as much conscious attention as 
they did in the beginning. Assum- 
ing, then, that our cinematogra- 
pher knows not only what to do, 
mechanically speaking, but why he 
is doing it—what is the next step? 
One might reasonably say: “Run 
out and buy a quantity of film and 
start banging away with the cam- 
era.” But such a haphazard ap- 
proach would invariably result in 
a waste of time, effort and costly 
raw stock. 

By far the more practical ap- 
proach is to begin by viewing and 
analyzing outstanding films which 
have been made by other experi- 
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mentalists. The object of this is not 
to copy what they have done or 
even to be inspired to do some- 
thing similar. Rather, the value of 
such analysis lies primarily in get- 
ting used to the idea of filmic ex- 
perimentation and throwing off the 
fetters of conventionalized ap- 
proach. 

Where does one view experi- 
mental films? There are at present 
almost 500 film societies scattered 
about the country whose sole ob- 
jective is to make available to a 
special audience outstanding films 
of an experimental nature. Every 
large city has at least one such so- 


ciety and many smaller towns have 


launched them with considerable 
success. Sometimes these are pri- 


vate clubs whose showings are re- 
stricted to members only, but more 
often the screenings are open to 
the public. A good many of these 
societies build their programming 
around the excellent rental library 
of the Museum of Modern Art, 
while welcoming other films from 
outside sources. 


All of the films shown are, by 
no means, well done—nor do they 
necessarily have anything pro- 
found to say. A certain percentage 
of them seem to have been made 
solely for the purpose of purging 
their producers of various inner 
conflicts, frustrations, inhibitions 
or traumas. As such they deal bla- 
tantly with sex, usually in its more 

Continued On Page 50 


THE SUBJECTIVE CAMERA is essentially the out-growth of the experimentalist’s cinematographic 
explorations. Here the technique was Used most effectively for impact shots of boxers in action for 


“Champion” (1949). 
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THE BOOM-MOUNTED Technirama camera is set low. for a closeup of 
Jean Simmons for “Spartacus."’ Despite the bright, sunny day, a booster 


lamp is used to add fill light. 


THE GIANT camera*boom is again employed—this time raised high to 
provide a high vantage point for the Technirama camera being readied 
for an action scene for “Spartacus.” 


Filming “Spartacus” In Super-Technirama 


Russell Metty’s mobile camera technique enhances both the action and 


the settings in one of the year’s best-photographed motion pictures. 


O CAPTURE THE full sweep and 

flashing action of “Spartacus,” 
Director of Photography Russell 
Metty, A.S.C., mounted Super- 
Technirama-70 cameras on cam- 
era cranes and dollies and kept 
them moving so skillfully that the 
audience finds itself constantly in 
the midst of what is happening 
without realizing that the camera 
is on wheels a good part of the 
time. Thus it is that the fluid cam- 
era contributes at least as much 
as the excellent performances to 
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By HERB A. 


the excitement generated by this 
“Roman Western,” to use a rather 
apt descriptive term coined by one 
of the critics. 


“Spartacus” is the story of a 


Roman slave, trained as a gladi- 


ator, who leads his fellow serfs in 


a protracted and almost successful 
revolt against the legions of Rome. 
In the course of its three-hour run- 
ning time the film pauses for a 
few intimate sequences to delineate 
character and relationship, but 
mainly it is an action film, con- 


LIGHTMAN 


centrating on scenes of gladiatorial 
combat, the surging forces of re- 
volt, and intricately staged battles 
between the rebel army and the 
precisely maneuvered Roman le- 
gions. As an action film it de- 
manded an active camera, and this 
is exactly what was provided to tell 
this colorful story. 

The film was photographed in 
Super-Technirama-70, a Techni- 
color process in which 35mm color 
negative travels horizontally 
through the camera, recording an 
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oversize image in a 2-to-l aspect 
ratio. The large frames are then 
contact-printed in vertical sequence 
on 70mm film for release. The 
process can also be used with an 
anamorphic lens, which puts a 
slight squeeze on the image, mak- 
ing possible a projected picture 
similar to Cinemascope, with an 
aspect ratio of 2.55-to-]. 


Because of this large format and 
his awareness that the tinest jiggle 
of the camera would be enorm- 
ously magnified on the giant 
screen, Metty went to extraordin- 
ary lengths to insure the smooth- 
ness of dolly and boom shots, so 
that the cinematic illusion would 
not be disturbed. Dolly tracks were 
precisely milled and then care- 
fully wedged to equalize irregu- 
larities of terrain. In several cases, 
studio stage floors were repaired 
or rebuilt to eliminate the slightest 
bump that might interfere with the 
smooth movement of the camera. 


The real acid test, as far as 
camera movement is concerned, 
came in filming a sequence in 
which the slaves are seen toiling 


on a steep cliffside thousands of 


feet above the floor of a sweeping, 
arid valley. This sequence was 
shot in Death Valley on the site of 
an abandoned gold mine, and the 
actual terrain is just as precipitous 
as it appears in the film. All of the 
equipment, including Universal- 
International’s huge Chapman 
crane with its custom-adapted 35- 
foot boom, had to be hauled up 
a dangerously rutted, washed-out 
dirt road which had not been used 
for many years. Part of the needle- 
sharp mountain top had to be bull- 
dozed away to make a perch for 
the bulky camera 
booster lights, and the intricate 
maze of dolly tracks laid to follow 
the action. In the finished film the 
camera sweeps and soars with in- 
credible smoothness, dangling the 
audience in space and giving it a 
subjective view of the action that 
is, to say the least, hair-raising. 
Metty’s lighting in “Spartacus” 
facilely adapts to the shifting 
moods of the story. On Kirk 
Douglas and his fellow gladiators 
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equipment, 


he used rugged cross-lighting to 
emphasize their virility. Jean Sim- 
mons, playing the somewhat less- 
than-glamorous role of a slave 
girl-concubine in the school for 
gladiators, is lighted in a way that 
accentuates her femininity while 
avoiding an over-pretty effect. The 
Roman aristocrats, as epitomized 
in the film by Sir Laurence Olivier 
and Charles Laughton, are lighted 
with crisp elegance to suggest the 
lavish milieu in which they moved. 

Metty’s artful lighting also lent 
special character to the sets. The 
Roman Senate, for example, is 
limned in clear, sharply focused 
planes of light, suggesting the im- 
personal, almost antiseptic effici- 
ency of that legislative body. The 
dungeon-like cells of the gladia- 
tors, by contrast, are suffused with 
murky light of a slightly warm 
tinge, suggesting no direct light 
source, but rather a densely dif- 
fused spill-light filtering in 
through the grates in the ceilings 
of the cells. 

Lighting these cells posed a sig- 
nificant problem, since they mea- 
sured only 4 by 6 feet in area, 
with most shooting being done full 
front. This precluded the advan- 
tages of wild walls; also the prob- 
lem was further complicated by 
the fact that the set was architec- 
turally a two-story unit including 


areas and passageways above the 
cells of the gladiators and con- 
necting with them by means of a 
stone stairway. The geography of 
the set had to remain intact at all 
times while still permitting a 
variety of angles and freedom of 
camera movement. Needless to 
say, it was necessary to take ad- 
vantage of every opening in the 
set as a vantage point from which 
to shine a light. 

Metty was one of the first 
Hollywood cinematographers to 
risk a high contrast ratio in light- 
ing for color, although this tech- 
nique has now become fairly 
standard practice. He characteris- 
tically lights low-key set-ups with 
a contrast ratio ranging from black 
shadows to 150 foot-candles in the 
highlight areas. Although he uses 
little or no fill light, he manages 
to produce a sharply dramatic 
visual effect without the harshness 
that might be expected. 

“Spartacus” is said to be the 
most expensive picture ever filmed 
in Hollywood. Its budget exceeded 
$15,000,000, and it employed 
10,500 people, from artisans to 


_ extras, in a total of 251,837 man- 


hours. Director of Photography 
Metty worked on the picture for a- 
solid year, with 167 days of actual 
shooting. The sets, budgeted in ex- 
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UNDER THE DIRECTON of Russell Metty, ASC, the Technirama camera captures a high moment in 
‘‘Spartacus’’ when Laurence Olivier takes command of all the Roman armies. The scene requires 
no sound recording, and so the camera is being used without blimp. 
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FILMING “SPARTACUS” 
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cess of a million and a half dollars, 
included the gladiators’ school, the 


Roman Senate, the lavish baths of 


Rome and the villas of various noble 
Romans. One such sumptuous resi- 
dence, depicted as belonging to Sena- 
tor Gracchus (portrayed by Charles 
Laughton) overran the famed Univer- 
sal-International Phantom Stage, site 
of the opera house where Lon Chaney 
and years later, Claude Rains, un- 
loosed the giant chandelier which 
crashed down on heads below in “The 
Phantom of the Opera.” 

Lighting these vast sets demanded 
a tremendous amount of illumination, 
especially since many of the lamps 
were filtered to project colored light 
into various areas of the set. The 
filters, of course, sharply reduced the 
amount of exposurable light. To 
solve this problem, Metty used the 
new, fast Eastman-Color negative. 
which was just then being introduced 
to the industry and which is twice 
as fast as the eariler Eastman-Color 
emulsion. This meant that only half 
as much light was required to illu- 
minate the vast interior sets—and it 
also meant, to historians concerned 
with such facts, that “Spartacus” was 
the first major Hollywood production 
to utilize the new fast color negative. 

“Spartacus,” despite its sumptuous 
interiors, is essentially an outdoor 
picture and, while one exterior coun- 
tryside set was constructed on the 
sound stage and used to advantage 
in several sequences, the bulk of the 
action was actually staged in outdoor 
locations on the studio back lot and 
surrounding areas. Early in the pre- 
planning of the picture it was decided 
not to shoot the picture in and around 
Rome, as might have seemed the logi- 
cal choice. A location scouting trip 
to Italy indicated that there was noth- 
ing in the Eternal City that could not 
be duplicated within short commuting 
distance of Hollywood or in the studio 
back lot. In the words of the film’s 
star-producer, Kirk Douglas: “You’ve 
got to rebuild ancient Rome anyway 
in order to shoot Roman history. Why 
cross a continent and an ocean to do 
that when the finest pool of techni- 
cians and talent in the world is right 
in your own back yard?” 

And so, Rome came to Hollywood. 
An area of rolling hills behind the 
Universal studios was kept perpetu- 


ally green by means of special irrigg. 
tion equipment. The hillside was 
planted with olive trees and other flor 
native to Italy. In the valley beloy 
these hills the sprawling set represent. 
ing the gladiators’ school was con. 
structed. A small Roman temple was 
erected on the ridge commanding the 
valley. The total vista as it appears 
in the establishing shots, is indeed, 
quite authentic and extremely pictorial, 


Other location sites dotted miles of 
the burgeoning San Fernando Valley. 
The terrain of Thousand Oaks, Cali. 
fornia, sandwiched among breweries, 
auto assembly plants and _ rocket-fuel 
testing stations, is a carbon copy 
topographically of the land rolling 
South and West from Rome and Capua 
toward the Tyrrhenian Sea. Over 
these stubbled hills Spartacus herded 
his rag-tag army in a death march 
culminating in the film’s climactic 
battle scenes, which were filmed later 
in Spain. 

Professor Vittorio Novarese, flown 
to Hollywood from Rome to serve as 
Technical Advisor on the picture, was 
unable to detect any anachronisms in 
the terrain, but there were aspects of 
the filming that were decidedly un- 
like ancient times. Skirting the craggy, 
brush-filled perimeter of the battle. 
ground, the defeated slaves stumbled 
along an amazingly authentic recrea- 
tion of the Appian Way. But there 
was a menacing reminder that this 
is the atomic age. The dialogue of 
dying serfs was punctuated, from time 
to time, by horrendous blasts thun- 
dering up from the other side of the 
hill where the Rocketdyne Corp. tests 
solid fuels for tomorrow’s missiles and 
satellites. And back at the gates of 
Rome on the Universal lot where 
Douglas kills his best friend, Tony 


Curtis, in a forced fight-to-the-death, 


a 125 foot cyclorama rose behind the 
great wall. Had the camera shot this 
fabled entrance to the ancient city 
without the backdrop it would have 
picked up the roaring traffic of the 
Hollywood Freeway. 


Several other nearby locations, in- 
cluding the rock-studded mountains 
near Chatsworth, were used to strik- 
ing advantage. The one pictorial ele- 
ment which Nature omitted—dramatic 
cloud formations—was provided by 
means of expertly-photographed glass 
shots. Metty preferred to use glass shots 
(considered by some to be an out- 
moded technique) rather than travel- 
ing matte shots because he felt he 


AMERICAN CINEMATOGRAPHER 


IGHT : | 
OF 
| 
| 
ke 
| 
| | | 
| | | 7 
| 
| | 
| 
| 
| | 
| 
| 
| 
| athe 4 
1 | 
| ie | 
NEW | 
CAMERA | 4 
| 
| “a 
j 
| 
| 
| | 
| 
| | 
~ | 
| 
| 
| 
. 
| 44 


ecial irriga. 
illside was 
1 other flora 
alley below 
pt represent. 
| was Con- 
temple was 
nanding the 
it appears 
is indeed, 
ly pictorial, 
ed miles of 
ndo Valley, 
Oaks, Cali. 
breweries, 
rocket-fuel 
thon copy 
ind rolling 
and Capua 
Sea. Over 
cus herded 
‘ath march 
climactic 
ilmed later 


rese, flown 
serve as 
icture, was 
ronisms in 
aspects of 
idedly un- 
the craggy, 
he battle. 
; stumbled 
tic recrea- 
But there 
that this 
alogue of 
from time 
asts_ thun- 


ide of the 


“orp. tests 


issiles and 
gates of 
ot where 
nd, Tony 
the-death, 
ehind the 
shot this 
lent city 
uld have 
ic of the 


tions, in- 
nountains 
to strik- 
orial ele- 
dramatic 
ided by 
ied glass 
ass shots 
an oul- 
n travel- 


felt he 


;RAPHER 


could get a truer perspective, a better 
match of light, and could avoid the 
jiggle which so often accompanies a 
double-printed scene. 

While the mechanics of the glass 
shots were simple, they had to be exe- 
cuted with extreme care. A panel of 
clear glass about six feet square with 
clouds painted on the upper part was 
set up about six feet from the camera 
lens and carefully “tarped” to elimi- 
nate reflections. A 35mm lens (wide 
angle for the 70mm format) was 
stopped down to f/11 for sufficient 
depth of field to insure sharpness in 
both planes. The focus was carefully 
split according to formula and _ the 
scene was shot. The final vistas as 
they appear on the screen are lush 
with the billowing clouds for which 
Rome is famous, but which rarely 
erace the bald skies of Hollywod. 

Metty utilized an off-beat handling 
of camera angles in order to empha- 
size the conflict of the battle sequences. 
Defying standard rules of cutting 
which mitigate against the use of 
abrupt changes of angle, he auda- 
ciously mounted his camera so that 
cuts would be made directly from ex- 
treme high angles to extreme low 
angles. This meant, of course, that 
the editing had to be smooth and pre- 
cise and avoid any abrupt jumps in 
action. But the use of this technique, 
especially in the sequences of hand- 
to-hand gladiatorial combat, added an 
element of excitement that draws the 
audience closely into the action. 

The close-in skirmish of the final 
battle scenes were filmed at the studio, 
with Metty setting the photographic 
mood and effectively capturing the 
impact of battle. The matching long 
shots showing the spectacle of huge 
armies massed in far-flung combat 
were shot in Spain by Clifford Stine, 
A.S.C., functioning as Second Unit 
director of Photography. 

Eight thousand soldiers of the Span- 
ish Army were hired as extras for 
the battle sequences and _ specially 
trained in the complicated battle 
maneuvers of the ancient Roman le- 
gions. A vast plain stretching to cam- 
era infinity was located 40 kilometers 
from Madrid. On this ground, where 
the armies of Rome had not marched 
for 2,000 years, Sir Laurence Olivier’s 
legions clashed with Kirk Douglas’ 
slave-eladiator force. The Technirama 
cameras, mounted on three 110-foot 
towers, ground away at the battle in 
winds ranging upwards of 40 miles 
per hour. Metty is vociferous in his 
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pply your workprint on 


Jamieson Film Company now processes and prints all 16mm 


_Ektachrome films under one roof. This saves you time in seeing 
that all important workprint. If you. would like to learn how 
much time ean be saved hetween shooting and screening, send 
your next to Jamieson! 
3825 Bryan. Dallas, Texas TA3-8158 
a k e M ovi es = Shoot SOUND ANYWHERE 
3} with portable 115 volt 
ANYWHERE — AC power: 
With the | é 
POWER-PAC 
FOR AURICON CAMERAS 
PORTABLE MOVIE LIGHT 
Power-Pac Jr., weight 6 Ibs. 
With life-time nickel-cadmium 
in wide-angle beam. No D batter; oh al 
glaring hot spots. Fits any Heries an orger. 
camera. No tools needed, 
no holes to drill. Long-life $739 5O 
nickel-cadmium battery with ° 
built-in charger. Weighs 
only 5 Ibs. Guaranteed one Be Write for Complete information 
year. 
IO 228 So. Franklin St. - Tampa 2, Florida 
COMPLETE WITH BATTERY Telephone 2-1168 
45. 


3 | 
Kktachrome 
rome Commercial 
Ektachrome Reversal Print Film 


impossible location. Dark office, 
smooth walls, no stands, 10 min. 
to light. Taped 1st light on wood 

panel for key; 2nd on plaster 

beam for top light; set 3rd on 
shelf for back light; hung 4th on 
door hinge for background light 


clamped 5th on tripod for fill. Yi iP 
Time: 94% minutes! Used 


Lowel-Light Kit — of course. 


lape up, clamp-on lighting unit $6.95 
Kit lights, Gaffer Tape, case $29.95 
Pocket size, folding Barndoor $5.75 
AVAILABLE AT LEADING PHOTO DEALERS 


LABORATORIES 


PRINTING & PROCESSING—Fastax 
Service 
° WHITE, Reversal, 


° COLOR’ PRINTING & PROCESSING 
e Super Anscochrome to ASA 400 Ansco- 
chrome 
Expert Attention anid Service 
350 West 50th Street, New York 19, N.Y. 
JUdson 6-7196 


Negative, 


r 


SPECIAL EFFECTS 


CAN GREATLY ENHANCE ANY PRODUCTION 


Fades, dissolves, wipes, hold frame, reverse 
action or direction, enlarge or reduce image, 
lengthen or shorten scene, speed up or slew 
down action, zoom forward or back, push-offs, 
distortion or ripple effect, out-of- focus dissolve, 
flip-overs, poge-turn effect, split screens, supe-:- 
imposures, matting, dedging, filtering, tinting, 
bas relief effect, liquid gate printing, and many 
other scene modifications and manipulations 
available in color, B&W, 16mm, 35mm. Fo: 
further details see ‘'Cinemagic of the Optical 
Printer’’ in the A.S.C. Manual, Page 361. 
OVER 30 YEARS OF MAJOR STUDIO 
EXPERIENCE AND THE FINEST 
SPECIALIZED EQUIPMENT ARE NOW 
AVAILABLE TO THE INDEPENDENT PRODUCER. 


Inquiries invited. New price list available. 


FILM EFFECTS of Hollywood, Inc. 


1153 N. Highland Ave., Hellywoed 38, Calif. 
Linwood Dunn, ASC, President 


Phone: HOllywood 9.5808. Cable: FILMEPX 


HOUSTON FEARLESS 


PANORAM 


DOLLIES 
Thoroughly Overhavled— 


Guaranteed 
SPECIAL LOW PRICE: 
Immediate 4-Wheel $1,400.00 
Delivery 5-Wheel ............ 1,800.00 


. CAMERA EQUIPMENT CO., INC. 
315 West 43rd Street, New York 
JUdson 6-1420 


“MITE- LITE”’ 


LIGHTEST MOVIE NEWSREEL LITE 
BURNS LONGER — LESS CHARGING 
GOOD SKIN TONES—BRIGHTER BACKGROUNDS 
FITS ANY CAMERA (NO TOOLS) 

Cost Only $130 Inc. Charger. 


custom built by ——- JACK D. LEPPERT 
2801 Oak Point Dr., Hollywood 28, Calif. 


praise of the magnificent job of pho- 
tography accomplished by Stine in 
shooting these sequences and _ espe- 
cially in the manner in which he 
matched the photography to the closer 
action scenes previously staged at the 
studio. Stine also photographed the 
scenes enacted at William Randolph 
Hearst’s multi-million dollar “castle” 
at San Simeon, Calif. Now under the 
supervision of the California State 
Park Commission, one of the main 
buildings at San Simeon appears 
spectacularly, if all too briefly, as the 


exterior of Sir Laurence Olivier’s lav- 


ish Roman villa. 

For Russell Metty, A.S.C., “Sparta- 
cus” is the culmination of a 15-year 
tenure as Director of Photography at 
Universal-International Studios, where, 


originally, he started to work on a 


99 


“temporary” basis. He has been at 
U-I ever since, utilizing the same 
camera crew over the years and film- 
ing some of the studio’s biggest hits, 
including “Written On The Wind” and 
“Imitation of Life.” Following “Spar- 
tacus,” he photographed “Midnight 
Lace” and “The Misfits,” the latter 
starring Marilyn Monroe and the late 
Clark Gable. He is currently photo- 
graphing “By Love Possessed,” star- 
ring Lana Turner. 


MOVING CAMERA SHOTS 
Continued From Page 29 


changed. In other words, the dolly re- 
mains pointed in the same direction, 
with the wheels only changing direc- 
tion in making the right-angle turn. 

Both on the set and on location, 
most moving-camera shots are made 
with the dolly moving on_ tracks. 
Tracks may be lengths of wooden 
planks or sections of channeled alumi- 
num which provide a positive guide 
for the dolly during the course of its 
travel during a shot. It is extremely 
important that such tracks be rigid 
and not subject to “quaking” under 
the weight of the dolly and camera 
crew as they move over them. There- 
fore, after tracks are laid, the director 
of photography checks the tracks for 
smooth dolly travel. Where there are 
any depressions in the tracks, because 
of an uneven floor or uneven terrain 
on a location site, wooden wedges are 
driven between the tracks and the floor 
or ground to raise the track section to 
the desired level. | 

Among the unsung heroes of a suc- 
cessful moving-camera shot operation 


are the grips who must know how t 
precisely move a dolly at the speed de. 
manded for the particular scene to be 
filmed; also the camera assistant whose 
duty it is to change focus whenever 
there is a change in the distance be. 
tween the actor or actors and the cam. 
era during a moving-camera shot, 
Sometimes this is worked out in 
advance and cue marks established for 
guidance of the grips and camera 
crew, but very often it is a matter of 
good judgment—a good eye for dis. 
tance, 

It often happens when a company is 
shooting on location that inspiration 
for a moving-camera shot occurs to a 
director, and the director of photogra. 
phy must then improvise some means 
for accomplishing it. Thus toboggans, 
rowboats, a child’s express wagon, and 
countless other conveyances have been 
put to use as a camera carrier in mak- 
ing an impromptu moving-camera shot. 

The accompanying photos illustrate 
some practical uses of the mobile cam. 
era in executing dramatic photography 
of Hollywood productions. Fig. 1 shows 
an MGM camera crew filming a follow 
shot in closeup of riders for “The Last 
Hunt.” In addition to a crew of several 
men, the camera dolly also carries the 
bulky Technicolor camera, the sound 
boom and two “Brute” booster lights 
(not shown). The dolly track consists 
of 2-by-12 planks laid on 2-by-4 ties 
and wedged where necessary to achieve 
a smooth, even surface for the dolly 
wheels. 

When MGM wanted thrilling action 


shots of oncoming racing automobiles 


2 
| 
AS 
x9 


DIAGRAMS show how wheels of crab dolly 
are set for smooth, sharp turning on own 
axis or in any desired arc. Wheels can also 


be locked parallel for straight tracking in 


any direction. 
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Magnasync-Magnaphonic 


mobile recording console 


...a complete ‘‘sound truck’’ trailer! 


& 
#7, 


Z 
Be 
ty 
4 


SIDE VIEW 


GENERAL SPECIFICATIONS 


Frequency Response: 40 cps to 8500 cps + 1.5 db 
(16 mm at 36 f.p.m.) 
40 cps to 13,000 cps + 1.5 db 
(1714 mm or 35 mm at 90 f.p.m.) 


Distortion: Less than 1% total harmonic 
Signal-to-Noise Ratio: Greater than 55 db 


Flutter and Wow: 0.1% maximum RMS in any band 
0.15% maximum RMS overall 


Price: from $4,535. 


Send for complete literature 


The ‘‘Safari’’ Console features the incomparable 
Magnasync Mark IX film transport and amplifier 
housed in a blimped console for both studio and 
mobile trailer operation. Three-channel mixer and 
recorder controls are packaged in removable remote 
unit. This elegant sound recording system is rugged- 
ized and climatized, has plug-in audio elements and 
is completely self-contained with integrated power 
supply for cameras as well as the recording chan- 
nel. Built-in ‘“‘test lab’’ is provided for system 
performance testing. | 


These and many other outstanding features assure 
the producer of flawless recording under the most 
adverse conditions... with reliability as the keynote. 


MAGNASYNC CORPORATION 


formerly Magnasyne Manufacturing Co., Ltd. 
5546 Satsuma Avenue, North Hollywood, California e TRiangle 7-0965 e Cable ‘‘“MAGNASYNC"’ 


International leaders in the design and manufacture of quality magnetic recording systems 


Magnasync Studio Equipment Division Dealers: 


CHICAGO: Zenith Cinema Service, Inc.; Behrend Cine Corp.; lt : Bi i 

: ‘ ‘J p.; LOS ANGELES: Birns & Sawyer Cine Equipment; NEW YORK: Camera Equipment Co.; 
— AFRICA: Johannesburg, Photo Agencies Pty. Ltd.; AUSTRALIA: Sydney, New South Wales, Sixteen Millimetre Australia Pty. Ltd.; BOLIVIA: La Paz, 
eae Kavlin; BRAZIL: Rio De Janeiro, Mesbla, S.A.; BURMA: Rangoon, G. K. Theatre Supply Co., Ltd.; CANADA: Toronto, Ontario, Alex Ll. Clark, Ltd.; 
: IMARK; Copenhagen, Kinovox Electric Corp.; ENGLAND: London, W-!, Delane Lea Processes, Ltd.; FRANCE: Paris, Brockless-Simplex S.A.; GREECE: Athens, 
. * 3 : Auckland, Kerridge eon Industries; KISTAN: K i 3, Film Fact Ltd.; TH RHODESIA: lisbury, Willi 
Over & Co. Pvt. Ltd.; THAILAND: Bangkok, G. Simon Ca. Ltd. Fetters, 
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The ordinary reflector bulb 
barndoor is so bulky, so much 
trouble to attach .. . Exciting, 

new Lowel-Light unit slips on — 
instantly, without tools, and 
without removing the bulb! Fits 


all R-40 bulbs 150 to 500 watts. ~. 


Has extra large, removable doors. ; 
folds to fit in a jacket pocket! ‘ 
Even the price is exciting. — 


lape up, « lamp on lighting unit 36 95 
Kit 5 lights, Gaffer Tape, case $29 95. 
Pocket size, folding Barndoor $575 
AVAILABLE AT LEADING PHOTO DEALERS 


BOLEX ACCESSORIES 
BY STEVENS 


Variable Shutter * Split-Frame Mask * Syn- 
chronous and Battery Camera Drives * Time 
Lapse Timer * Lens Extension Tubes * Rack- 
over * Turret Lever * Third Turret Stop * Turret 
Filter Slides * Camera Base * Lens control 
Handle * 400-Ft. Magazine * Sound Sprockets 


Write for our Bolex Accessory Catalog. 


STEVENS ENGINEERING CO. 


Dept. 340 N. Newport Bivd. 


for its production of “The Racers,” the 
Mitchell camera was mounted in the 
trunk section of a speedy sports car, 
as shown in Fig. 2. 

Some cinematographers prefer a sol- 
id platform instead of tracks on which 
to roll the camera dolly. One of these is 
Boris Kaufman, ASC,, shown in Fig. 3 
lining up a dolly shot on location for 
“The Fugitive Kind.” Note the gener- 
ous use of wedges beneath the platform 
to effect a level surface for the camera. 
The platform was constructed of pan- 
els of plywood nailed over a rigid 2- 
by-4 framework. 

When the director wanted the cam- 
era to follow a traveler on snowshoes 
for a scene in “Storm Fear,” a few 
years ago, the ingenious cinematogra- 
pher mounted the camera and tripod 
on two toboggans lashed together, 
which were then pulled by grips. (Fig. 
4). 

In industrial film production, the 
familiar fork-lift frequently serves as a 
dolly and camera boom. In Hollywood, 
the hydraulically-operated forklift has 


era cars for location shooting, and has 
been invaluable where two camera 
must be mounted together at varying 
heights in shooting a scene. 

Dolly shots are made on water a 
well as on land, and this is usually 
accomplished by mounting the camer 
on a raft, rowboat, etc. Helicopter 
are finding increasing use for mak. 
ing moving-camera shots from the air, 
enabling the cameraman to get shots 
that would be impossible with other 
types of aircraft. Vehicles have been 
commandeered on location for making 
mobile camera shots that ranged from 
a child’s express wagon to a Mexican’ 
ox-cart. 

When the zoom lens was first ip. 
troduced, it was freely predicted that 
it would eventually supplant the cam. 
era dolly. Despite such predictions, how. 
ever, the mobile-mounted camera con: 
tinues in use. The pictorial effect of a 
zoom lens shot is not exactly the same 
as that achieved with the moving. 
camera. And besides, the latter affords 
greater flexibility and much _ wider 
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Newport Beach, Calif. been adapted to certain types of cam- scope. ' 
ti 
YOU'LL FIND IT IN THE MANUAL! | : 
LIQUID GATE Continued From Page 39 | 


PRINTING FOR 


Norwood, which begins on page 206 


exposure results will be uniform. It is 


16-35 BLOW-UPS 


An amazing new 16mm and 35mm process 
which eliminates scratches, smooths out grain 
and enhances overall quality. it is particularly 
valuable for use in... 


@® RECLAMATION OF OLD AND WORN FILMS 

@ SALVAGING VALUABLE SCRATCHED ORIGINALS 

© 16mm to 35mm BLOW-UPS ... 
The scope of this economical theatrical pro- 
duction blow-up medium has greatly. in- 
creased due to the tremendous benefits of 
Liquid Gate Printing. A test will prove its 
value . . . See ‘‘Cinemagic of the Optical 
Printer’' in the A.S.C. Manual, Page 361. 


Complete Laboratory and Effects Services 
NEW PRICE LIST AVAILABLE - INQUIRIES INVITED 


FILM EFFECTS of Hollywood, Inc. 
1153 N. H'ghland Ave., Hollywood 38, Calif. 
LINWOOD DUNN, ASC, President 


“Over 30 Years of Major Studio Experience’ 


REPRINTS 
NOW AVAILABLE 


of the 6-page, illustrated article 


SPECIAL PHOTOGRAPHIC 
EFFECTS 
IN MOTION PICTURES 


25¢ 


Per Copy 


AMERICAN CINEMATOGRAPHER 
1782 No. Orange Dr., Hollywood 28, Calif. 


a common fallacy that a T stop of a 
given figure is the exact equivalent of 
a certain f/ stop, but T stops are cali- 
brated electronically, whereas f/ stops 
are calculated geometrically. T stops 
are based on the amount of light emerg- 
ing from the rear of the lens and form- 
ing an image on the film; f/ stops are 
based on the amount of light that enters 
the lens. 

Problem: There is confusion among 
many photographers as to the relative 
merits of measuring the incident light 
as against measuring the reflected 
light in a scene. Each method requires 


its own type meter and manner of 


using same to determine exposure. It 
is important that the professional cine- 
matographer fully understand the tech- 
niques of measuring light for good 
photographic results. 

Solution: The instruction book that 
usually accompanies every new expo- 
sure meter sold explains its method of 
use for its respective purpose—incident 
or reflected light measurement. None 
of them explain both systems of light 
measurement. 


The chapter on Exposure by Don 


of the Manual, gives a comprehensive 


explanation of the technique of meas 


uring light for photographic purposes 
Briefly the reflected light meter meas: 
ures the light which is reflected from 
the scene; the incident light meter 
measures the light that falls on the sub- 
ject or illuminates the scene. [t measures 
the incident light intensity at the loca- 
tion of the subject, and it also takes 


into account the conditions of Wlumina- 


tion geometry — that. is,- whether. the 
subject has a front key light, a side key 
light, or a back key light. The incident 
light meter combines these factors and 
gives an answer in terms of the correct 


‘setting for the camera lens diaphragm. 


Answers To Countless Problems 
Want detailed information about 
using variable shutter? Shooting fast 
action? How to avoid “strobe” effects 
when panning? Need information on 
Depth-of-Field, Filter Factors, Dia 
phragm Compensation for shooting ul 
tra-closeups—plus answers to hundreds 
of other problems encountered in cine 
matography? You'll find them all in 
the new American Cinematographer 
Manual published by the American 
Society of Cinematographers. ' 
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FOLLOW-FOCUS TECHNIQUE 


Continued From Page 35 


jiggle or erratic movement will detract 
from the effectiveness of the shot. 


The axial dolly shot, in which the 


camera is moved past actors or objects 
on the set is probably the most widely 
used because of the interesting pictorial 
effect that is created as the camera ap- 
proaches and then passes various ob- 
jects or persons in the scene. An exam- 
ple is a scene that opens with the dolly- 
mounted camera in position for a long 
shot of a man seated behind a desk in 
a modern, well-furnished office. As he 
speaks, the camera moves forward to a 
tight closeup of him. Here, there is 
considerable focus change as the cam- 
era is moved from long shot to closeup; 
the focus ring is moved slowly at the 
start, then more rapidly as the camera 
approaches the player. 

To aid the assistant alter focus as 
the dolly moves forward, various marks 
or cues are employed. The far and 
near limits of the dolly travel should 
be clearly marked on the stage floor 
with chalk or tape, and intermediate 
tapes or chalk marks should be estab- 
lished to guide him in making focus 
changes during course of the dolly 
travel. 

Where marks on the floor might be 
picked up by the camera, other meth- 
ods are used, such as having an assist- 
ant stand on the side lines parallel to 
the dolly tracks and signal the assistant 
cameraman at each point a_ focus 
change is to be made. Trial runs be- 


forehand enable this technique to be 


perfected and permit the assistant to 
memorize the focus change apertures. 

Focus generally remains constant for 
tracking shots except, perhaps, at the 
beginning and the end of the shot 
when the camera or the actors may 
move into a position further away or 
closer than that prevailing during the 
tracking phase. Here focus is changed 
as the actors approach the camera. 

Where difficulty may be encountered 
in keeping one or more actors at a 
fixed distance from the camera during 
a moving camera shot, two sticks 
nailed in the form of a large T and 
extended ahead of the dolly below cam- 
era range will keep them at the proper 
distance and obviate the necessity of 
changing focus during the take. 

In the second method described 
above, in which the camera remains 
stationary, focusing is a simpler matter 


because there is no dolly movement 
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and changes must be made only when 
the actor or actors move beyond the 
depth of field range and thus require 
an adjustment of focus. During the 
rehearsal, the actor’s position at the 
various points where he moves or stops 
in his travel on the set is measured with 
a tape, the positions marked on the 
floor, and notations made correspond- 
ing to the positions to indicate what 
focus changes are to be made. 


Typical examples of such situations 
are as follows: 1) The heroine, in a 
closeup, reads a letter, then turns and 
walks to the far end of the room and 
pauses reflectively before a fireplace. 
Here the focus setting must be changed 
rapidly as the girl begins to move back, 
then gradually slower as she retreats 
and stops at the far limits of her pre- 
scribed movement. 2) The hero enters 
through a far door, walks toward 
the camera, picks up a telephone and 
speaks as the camera comes to a stop 
in a full screen closeup of the man. 
Here, the lens adjustment would be 


just the reverse of that indicated for 


example No. 1. 

In the fourth method described 
above, in which the camera remains 
stationary but persons or objects within 
the scene alternate in sharp focus, a 
procedure of focus changing known as 
snap-focus is employed. An example of 
this would be where an actor’s face 
substantially fills the frame in a close- 
up. He suddenly turns and looks at a 
clock on the far wall. As he turns, 
focus is changed abruptly so that the 
clock is sharply in focus. This same 
method is often used in making a two 
shot, with one actor facing the camera 
and the other with his back to the 
camera—so that the camera looks over 
his shoulder at the first. As one player, 
sharply focused, completes his dialog 
his companion—out of focus— 
starts to speak, focus is abruptly 
changed to bring the latter in sharp 
focus, ete. | 


Wide-angle Lens 


Wide-angle lenses, because of their 
inherently greater depth of field, are 
the easiest to use for follow-focus shots. 
Because of the lens’ short focal length, 
small focusing errors are cancelled out 
even at full aperture, and the larger 


angle of coverage spreads out and min- 


mizes: any irregularities in dolly travel 
during a take. 

The use of reflex cameras such as the 
Arriflex, Camerette and others greatly 
simplify the execution of follow-focus 


“It fell to earth I know 
not where.” 
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When the target’s fine 
film processing, aim at Capital. 


e Sound e Editorial e Laboratory Services 


Capital 


CAPITAL FILM LABORATORIES, INC. @ 1905 FAIRVIEW AVENUE, N. E. 
WASHINGTON 2, D.C. @ PHONE LAWRENCE 6-4634 


because of the operator’s ability to 
observe focus and parallax at all times 
through the camera’s reflex finder, 

When using other cameras, the cine. 
matographer should keep in mind the 
importance of, parallax as well as fol. 
low-focus. Thus, he should always set 
parallax for the termination of the 
moving camera shot; the camera should 
be accurately lined up for the begin. 
ning of the shot, then just before 
shooting starts the finder should be set 
for the end of the shot. This will insure 
perfect centering as the camera pulls 
back or moves into its final position, 
Thus a pull-back shot should be com. 
posed with camera in the near position 
before filming starts, and the finder set 
for the far position. 

A good assistant cameraman should 
be able to quickly master the mechan- 
ics of follow-focus techniques, but the 
development of ability to achieve per- 
fect timing, so that it becomes almost 
instinctive, requires considerable prac: 
tice and experience. “Riding focus” on 
movement in an action scene or “snap- 
ping focus” on abrupt changes demands 
split-second timing in order to coordi- 
nate lens movement, camera movement 
and movement within the scene so that 
all three are integrated for the most 
subtle but effective screen result. & 


EXPERIMENTAL FILM 


Continued From Page 41 


perverted forms, or with an outpouring 
of neurosis which, carried to extremes, 
suggests a regurgitation of the id. They 
are usually rife with “symbolism” of a 
type so flagrantly Freudian as to be 
laughable. Some of the more “impres- 
sionistic” efforts are so jumbled that 
they strongly suggest somebody swept 
up the cutting room and spliced to- 


gether at random every film fragment 


over two frames in length. One might 
forgive a dearth of content, however, 
if at least such films revealed a certain 
basic technical know-how. But, unfor- 
tunately, they are all too often marred 
by shoddy technique, poor photography 
and inadequate lighting—which their 
producers attempt to justify with terms 
like “realistic” or (in desperation) 
“surrealistic.” The simple truth of the 
matter is that many of these films are 
made by would-be “artistes” who have 
not bothered to learn the basic me- 
chanics of cinematography. Carried 
away in their frenzy to be arty on 
celluloid, they fail to become conversant 
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with the technical tools of the trade. 

Thus, the first lesson to be learned 
from these inept spectacles is that shab- 
by technique, far from constituting 
“art,” can detract mightily from any 
idea, be it ever so lofty, that the film 
maker might wish to put across, There 
is a great deal to be learned from these 
poorly executed offerings if the stu- 
dent can become perceptive enough to 
analyze what was done badly and why. 

There is. however, even more to be 
learned from the many well-executed 
experimental films now in circulation. 
Space permits mentioning only a few 
such films which have become classics 
in their own way. 

“Dreams That Money Can Buy” is a 
fascinating feature-length color film 
produced by Hans Richter in 1947, 
which includes seven separate 
“dreams” shaped after the conceptions 
of a group of outstanding contem- 
porary artists, Besides Richter, the dis- 
tinguished roster includes Alexander 
Calder (whose “dream” is a ballet of 
the universe performed with mobiles), 
Man Ray, Max Ernst, Fernand Leger 
and Marcel Du Champ (whose famous 
painting, “Nude Descending a Stair- 
way,” is brought to cinematic life by 
superimposing flat color discs care- 
fully timed and synchronized to the 
movements of alive female nude figure 
descending a stairway). The camera 
technique throughout this film is of 
high technical quality and extremely 
imaginative in concept. 

“The Naked Eye” is a much-honored 
film made in 1957 by Louis Clyde 
Stoumen and represents an astounding 
tour de force of camera magic which 
traces the epic story of man’s efforts 
to record images of the visual world 
around him, culmniating in the “mir- 
ror with a memory,” the camera’s eye. 
Film critic Bosley Crowther describes 
the visual concept of this film as “pho- 
tographic poetry” and it is most cer- 
tainly a triumph of imaginative cine- 
matographic technique. 

“Obmaru” was produced by Patricia 
Marx and presented at the 1959 Inter- 
national Design Conference in Aspen. 
It is a weird, semi-surrealistic, non- 
objective film which, by means of strik- 
ingly original camera treatment, cap- 
tures the provocative moods of stylized 
Voodoo music. 


The films of Maya Deren, a pioneer 
experimentalist who is still regarded in 
some circles as the “High Priestess” of 
the movement, are outstanding both in 
concept and execution. Her “Meshes in 
the Afternoon,” “At Land” and “Chor- 
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—S pots—Floods—Dimmers— 
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Generators: Portable—Truck 
Mounted 
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Editing Equipment: Moviolas 
—Viewers—Splicers—Rewinders 


Projection Equipment: 16mm & 
35mm—Sound & Silent—Slide— 
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Television: Closed Circuit TV 
Camera Cars: 


*CECO—Trademark of Camera 
Equipment CO. 


Why be equipment-rich, but profits 
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cameras, lights, sound recorders and 
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Camera Equipment Co., Inc. of 
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CAMERAS LIGHTS 


ACCESSORIES 


accessories puts the problem of 
maintenance where it belongs—in 
the hands of factory-trained experts. 
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6-1420. Today! 


Camera Equipment Co., Inc. 
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eography for Camera” are especially 


well done. 
Norman McLaren, the Canadian ex- 
perimentalist, has achieved some 


unusual effects by combining off-beat 
photography with abstract designs 
painted or scratched directly onto the 
film. His “Begone Dull Care,” under- 
scored with progressive jazz rhythms 
by the Oscar Peterson Trio, and 
“Neighbors” are two films which have 
won consistent accolades in art circles. 

Valentine Sherry’s “Coney Island, 
U.S.A.” is a delightfully subjective 
satire of Americana that has won 
awards at Venice and Edinburgh. 
“Bells of Atlantis,” by Ian Hugo, is a 
skillfully executed bit of underwater 
impressionism interpreting a poem re- 
cited on the sound track. 

There are, of course, many more ex- 
cellent experimental films made by 
serious craftsmen who have taken the 
time and trouble to learn thoroughly 
the mechanics of cinematography. 
These film makers, in what is clearly 
a labor of love, often create camera ef- 
fects and montages of great impact, 
beauty and originality, and it is an ed- 
ucation to study their work. 

But, as they say in the hobby shops, 
there is nothing like getting in and do- 
ing it yourself. A large majority of 
experimental films are shot in 16mm; 
the equipment used need not be elab- 
orate. Nor is 16mm (as compared with 
35mm) very expensive. When interiors 
must be lighted, simple mushroom-type 
reflector spots and floods operated di- 
rectly off house current will usually 
prove most satisfactory. 

If the experimentalist wishes merely 
to try out certain random camera ef- 
fects, fine — but the experience will 
prove much more valuable to him if 
he can integrate these effects into an 
actual film story or continuity, since 
the motion picture form consists not of 
a series of disconnected scenes, but of 
related images placed in juxtaposition 
to create an overall continuity. 

As far as subject matter is concerned, 
the choice is unlimited. Psychological 
themes, of course, offer lush oppor- 
tunities for subjective camera effects, 
double exposures, distorted perspec- 
tives, impressionistic montages, etc. 
But almost any slice of life — tragic, 
humorous or socially significant, can be 
approached from the experimental 
point of view. While the object is not 
to create off-beat photography purely 
for the sake of novelty, the experi- 
mentalist should let himself go com- 
pletely, working on the theory that 
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effects that prove to be “too far out” 
can always be toned down in later at- 
tempts. The important thing is to be 
free and uninhibited with the camera 
so that the results, although not always 
perfect, reveal freshness and original- 
ity. | 

The value of these free-wheeling ex- 
periments cannot be measured in prac- 
tical terms, since they are, in effect, 
exercises to stretch the muscles, figura- 
tively speaking, of the cinematogra- 
pher. But it is surprising to find how 
many of the effects thus arrived at 
can, in modified form, be applied to 
certain commercial films and theatrical 
features. 

In 1932, for example, French au- 
thor-playwright Jean Cocteau turned 
his hand to celluloid to produce an all- 
out avant-garde effort titled: “Blood of 
the Poet.” This film was incomprehen- 
sible enough to become and remain a 
darling of the dilettantes, who had a 
field day dredging up out of its fran- 
tic symbolism all sort of deep inner 
meanings—while Monsieur Cocteau, no 
doubt, looked on with his tongue in his 
Gallic cheek. The film did, however. 
utilize many intricate camera effects 
and striking trick shots, not the least 
spectacular of which was a sequence 


in which the hero crashes through a _ 


mirror into a surrealistic world. 

This frankly experimental film was 
Cocteau’s first foray into cinema and 
he gleefully pulled out all the sto). 
Some of the camera effects,went boldly 
overboard, but Cocteau learned much 
from the experience. and he was able 
to precisely tailor many of these effects, 
somewhat toned down, to such later 
film masterpieces as “The Eternal 
Return,” “The Eagle Has Two Heads,” 
“Les Enfants Terribles” and “Or- 
pheus.” His refined and tasteful camera 


we 


“What do you mean you forgot to bring the 
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trickery reached lyrical heights in the 


magnificent film ignteny, “Beauty And 
The Beast.” 

Fifteen years ago Robert Montgom. 
ery persuaded M-G-M executives to let 
him direct and star in an entirely sub. 
jective screenplay, “Lady in The Lake,” 
Throughout the film the camera func. 
tions as the eye of the protagonist (who 
is only seen when he steps in front of 
mirrors), so that the entire action 


(photographed by Paul Vogel, ASC) 


was presented on the screen as it ap. 


peared from his point of view. While 


the M-G-M moguls would have per. 
ished before admitting that this was an 
experimental film—it, nevertheless, cer. 
tainly was. While 90 minutes of this 
camera technique might perhaps have 
been a bit too much of a good thing, 
the film proved the stunning effective. 
ness of the subjective camera, and 
many Hollywood feature films have 
made telling use of subjective scenes 


_in sequences since then where it is 


necessary to draw the audience strong: 
ly into the action. 

Similarly, the experimental cinema: 
tographer will find that many of the 
extreme camera effects which he tries 
out can be applied in modified form to 
lend photographic excitement to com- 
mercial and theatrical films which he 
may later photograph. Business films, 
in particular, competing for the atten- 
tion of viewers jaded by TV and wide- 
screen theatrical spectacles, can profit 
from the use of arresting camera effects 
thus developed. 

So it becomes evident that the ex- 
perimental film, both in the viewing 
and the making, is an invaluable labor- 
atory: for the cinematographer who 
wishes to develop style and originatity 
in the use of the motion picture cam: 
era. As a catlyst to creative accomplish- 
ment it represents an area of research 
which should not be bypassed. a 


BOOM-SHOT TECHNIQUE 


Continued From Page 31 


follow shot, with the camera trained 
on a character entering the general 
locale. Then the camera rose high into 
the air, revealing what seemed like an 
endless expanse of railroad tracks 


_ lined with the bodies of wounded and 


dying Confederate soldiers. The impact 
of this striking presentation of the 
scene made it the outstanding visual 
moment in a picture filled with out 


standing moments. 
In films such as these, boom shots 
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Acceptance of the MOVIOLA CRAB DOLLY for motion picture 
and television cameras is world wide as evidenced by unso- 
licited testimonials. 


Users have learned through experience that the Moviola Crab 
Dolly provides a mobile platform for their camera that can 
be precisely positioned with more facility and speed, and 
with greater accuracy than any other type of camera support. 


Regardless of the shot — moving or static — all people en- 
gaged in the creative phases of the industry recognize that 
production values are enhanced by the use of the Moviola 
Crab Dolly. 


PRODUCERS see additional set-ups and more fluid camera 
work resulting in a quality product even on a tight budget. 


DIRECTORS can add the dimension of camera movement to 
their sequences and, through continuous composition, give 


dramatic force to their story. 


CAMERAMEN are able to “‘roll-in’’ on tight shots, exploit light- 
ing setups to greater advantage, match ‘‘takes’”’ to rehearsals 
through faithful dolly tracking and re-position quickly by 
smooth precision adjustment. 


EDITORS welcome “‘‘dailies’’ that have an infinite variety of 
shots and added coverage. These values provided by the 
Moviola Crab Dolly eliminate ‘‘choppy”’ continuity caused by 
limited set-ups on ordinary camera supports. 


for HIGH production value ... 


ona LOW budget 


WRITERS see that the Moviola Crab Dolly broadens their 
scope in its use for dramatic effects. 


You can break the stalemate of production values versus cost 
with the help of the Moviola Crab Dolly. Call or write now for 
a free brochure—HOllywood 7-3178. 


viola 


M MANUFACTURING CO. 1451 .N. Gordon St., Dept. AC-1, Hollywood 28, Calif.» Cable address: Moviola, Hollywood, Calif. 


should be adapted to patterns of action, 
not vice versa, Here the happiest re- 
sult stems from pre-shooting confer- 
ences between cinematographer and 
director in which it is decided how ac- 


tion patterns must be staged to put 


across the dramatic values of the script 
—and, secondly, how the camera can 
become an active force in making these 
patterns count for fullest visual effect. 

(3) To establish a spacial relation- 
ship between separate elements of the 
scene.—Sometimes, when the structure 
of a large set is intricate, it becomes 
a genuine problem to keep the screen 
geography straight in the minds of the 
audience. Unless the spacial relation- 
ship of the various physical areas is 
first made clear by some comprehen- 
sive establishing shot, direct cuts from 
one segment of the locale to another 
may leave the audience confused as to 
where a particular bit of action is 
occuring 

The best way to dispel such doubt 
is by means of a well-planned boom 
shot. Skillfully executed, such a shot 
can effectively set the atmosphere for 
the entire sequence. 

Ideally, a shot of this kind should 
begin at maximum height and range 
through the widest practical angle in 
order to establish as much of the set 
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as possible. With the boom descending 
to eye level, the camera then picks out 
a leading character and follows him 
from one part of the set to another. Or 
perhaps it will follow several subordi- 
nate characters, picking up one and 


following him for a distance, then leav- 


ing him to concentrate on another. In 
this way, set geography is established, 
an atmosphere or mood is created, and 
characters are effectively intrgduced. 


(4) To focus attention sharply on 


one part of a wide composition.—The 
camera is a selective mechanism. With 
it we can pick and choose what we 
wish most to show, and ignore what 
need not be shown. Moreover. this 
selectivity can be given a lot of em- 
phasis by the choice of angle used to 


show any one element in the scene— 


it being generally recognized that the 
closeup is the most emphatic shot. 


Very often it is dramatically import- 
ant to establish a general situation. 
then narrow down to a single small 
element of that situation. Alfred Hitch- 
cock used this idea effectively some 
years ago for a scene for “Notorious.” 
In the earlier scenes of this picture the 
key to a wine cellar had been estab- 
lished as a prop more than ordinarily 
vital to the plot. The boom shot Hitch- 
cock and his cameraman contrived for 
focusing attention on the key began 
with a very high long shot (from ele- 
vated camera boom) of a ballroom 
where a lavish party was in progress. 
The camera is focused on the whirling 
figures of the dancers below. Suddenly 
it booms rapidly down to an extreme 
closeup of the key held in the hand of 
the main character in the story. This 
rapid change of camera angle from 
establishing long shot to a_screen- 
filling closeup of a key scarcely two 
inches in length was most effective. 
The scene could not have been accom- 
plished except by means of the camera 
boom plus the assistance of a compe- 
tent cinematographer and a corp of 
skillful boom operators trained in the 
work. 


(5S) To contribute movement to a 
basically static situation.—lIt is in this 
application that the boom shot either 
can do wonders or go completely awry. 
Actually, the odds are against its suc- 
cess; for valid cinematic movement on 
the screen should result from a combi- 
nation of expert script writing, direc- 
tion, and acting rather than from the 
physical mechanics of cinematography. 


But the boom shot has been effec- 
tively used in photographing some of 
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Shakespeare’s plays—such as “Hamlet 
and “Henry V.” directed by Laurence 
Olivier several years ago. While 
“Hamlet” displayed some boom shots 
badly used, there also were sequences 
in which the moving, boom-mounted 
camera was coupled with broadly 
sweeping patterns of action, giving un- 
usual force and dash to Shakespeare’s 
literary prose. 

Less successful, however, were the 
shots in which the camera wound its 
solitary way up the staircases and 
ramparts of the gloomy castle, never 
encountering a single human being. A 
minimum of this might have gone far 
to create a mood of impending disaster; 
but so much of the camera meandering 
was used that the technique called at- 
tention to itself. And this is something 
that no camera maneuver should do. 

“In “Henry V” the boom shot tech- 
nique was used more effectively and 
logically, especially in filming the Bat- 
tle of Agincourt where the lofty cam- 
era on its readily manueverable boom 
captured the full sweep of the en- 
counter. | 

(6) To tie together several segments 
of a large composition to form a single 
unified scene.—Used in this manner. 
the boom shot is most effective in con- 
centrating audience attention on a 
dramatic situation, taking it right along 
with the characters, The camera moves 
in and out, up and down, as the shift- 
ing pattern of continuous action dic- 
tates. This technique achieved the 
height of perfection during the era of 
spectacular musical films, which Holly- 
wood produced during the early 30's. 

At this time, almost every major 
studio designed and built its own 
camera boom. An outstanding develop- 
ment was the crane built by MGM, 
which was self-propelled and entirely 
motorized enabling the camera oper- 


Crew reaction while shooting a “horror” 
picture scene. (From ‘Der Film Kreis,"’ 
Germany). 


ator to have full control of all panning 
and elevating moves. 

Today’s production of super-spee. 
tacles, such as “Spartacus,” “The 
Alamo,” “Cimmaron,” “Ben-Hur,” ete. 
which were photographed with the 
heavier ultra-widescreen cameras, such 
as Technirama and Todd-AQ, de. 
‘manded even larger and more rugged 
camera booms. These were rented, 
in most cases, from Chapman Studio 
Equipment, whose Chapman Booms 
are now well-known throughout the 
industry. 

The Chapman 4-wheel medium lo. 
cation and stage crane weighs 10,000 
pounds, is 7 feet wide and 14 feet 
long. Maximum height attained by 
the boom is 16 feet, and its vertical 
boom travel range is 13 feet. The 
crane has a lifting capacity of 2,000 
pounds. The mobile chassis requires 
two operators: the truck operator, and 
the grip who has control of the front 
and end of the crane, brakes, electric 
power control and crane steering 
mechanism. The Chapman 6-wheel 


_ location and stage crane is larger and 


heavier, is self-powered for traveling 
on highways to and from location, and 
can attain a speed of 55 miles per 
hour. (Complete descriptive data 
sheets on all Chapman camera cranes 
and booms, as well as smaller booms 
produced by others, are to be found 
in the new American Cinematographer 
Manual. ) 

The boom shot is now a well-estab- 
lished cinematic technique, and is used 
wherever theatrical pictures are pro- 
duced. Like many another cine. 


matographic innovation, its value de: | 


pends largely upon the planning and 
execution of its use. . 


DAY-FOR-NIGHT SHOTS | 


Continued From Page 36 . 


the result that faces of actors in scenes 
photographed with them will be ren- 
dered almost chalk white on the high- 
light side and inky black on the shadow 
side. Such harsh contrast is not natural 
in an actual night scene. It can be 
avoided by combining, say, the 23A 
red filter with a Wratten 56 (light 
green) filter, Result-is that all the good 
qualities inherent in the red filter will 
be retained, and its objectionable ten- 
dencies will be cancelled out or neu: 
tralized by the addition of the green 


filter. The latter will prevent “chalking 
up” of highlights and will allow some 
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of the shadows to register on the nega- 
tive. (The filter factor is 6, and is 
computed without considering any ad- 
ditional reduction in exposure ). 

Day-for-night shots can be made to 
appear more realistic by introducing 
one or more natural light sources into 
the scene, such as lighted windows, a 
street lamp, automobile headlights, etc. 
The light source used for such effects 
must be of high intensity —— stronger 
than the prevailing daylight—in order 
to penetrate through the filters used on 
the camera lens. Thus the use of photo- 
floods in street lamps, or a bank of 
photofloods or reflector-floods behind 
windows covered with tracing, paper 
will produce the desired effect. 

An example is the scene illustrated 
in accompanying photo. The dotted 
lines indicate the area taken in by the 
wide-screen camera. It is a cloudy- 
bright day, producing a minimum of 
shadow—ideal for day-for-night shots 
—and high-powered bulbs have been 
placed in the locomotive headlights to 
provide the extra brilliance required. 
High intensity lights have also been 
placed in back of the station windows 
and there is also a bright light in a 
small fixture toward the rear. Extra 
bright to the eye, these lights and il- 
luminated areas came through quite 
naturally in the print of the day-for- 
night shot. The sky area was reduced 
to a minimum by setting the camera 
moderately high and tilting down, elim- 
inating the need to use an N.D. filter 
here. 

Some Hollywood cinematographers 
prefer to shoot day-for-night scenes at 
dusk, during a period they have come 
to term “the magic hour’—that time 
when there is enough overall light for 
acceptable exposure. yet not enough to 
minimize the effect of lighted windows, 
street lamps, etc. Because the prevail- 
ing light at this time of day is so 
weak, no correction filters are required, 
although the neutral wedge filter may 
be required if there is substantial sky 
area in the scene. It is sometimes 
necessary to sidelight actors in the fore- 
ground in such scenes because of the 
light which prevails at dusk. Here 
portable lighting equipment, such as 
ColorTrans or Garnelites may be used. 

A popular procedure for filtering and 
exposing for day-for-night effects is 
pretty concisely stated in the new 
American Cinematographer Manual, in 
the chapter “Day-For-Night Cinema- 
tography”: . 

“A survey of top cinematographers 
shows that most of them underexpose 
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Precision Unitized Film Synchronizer 


Mode! 600 RL 


$195.00 


Single Sprocket 35mm 
Synchronizer $95.00 is 
Single Sprocket 16mm 
Synchronizer $95.00 a 

(not shown) 


Model S$616-3 
Three sprocket 
16mm _ Synchro- 
nizer with 
Spacer and Mag- 
netic head. 

$215.75 


Sprocket Assemblies 
16 or 35mm $32.50 ea. 


Model 700 
$198.00 


Send For Free Literature 


PRECISION LABORATORIES 
DIVISION OF PRECISION CINE EQUIPMENT CORPORATION 
1037 UTICA AVENUE BROOKLYN 3. N.Y 


“THE CINEMATOGRAPHER”: 


Informational and instructive motion picture produced 
by the Hollywood Motion Picture Industry. Depicts role 
of the Director of Photography in lighting and photo- 
graphing motion pictures in Hollywood studios. Shows 
various camera and lighting equipment used on Holly- 
wood sound stages and the results achieved from 
their use. | 


ty 


One-ree! 16mm _ black-and-white prints available on 
Free Loan to cine clubs, college cinema groups, 
schools, and accredited clubs and civic groups within 
the continental U.S. Reservations necessary and pay- 
ment of return shipment required. 


AMERICAN SOCIETY OF CINEMATOGRAPHERS 


1782 North Orange Drive | * 


Hollywood 28, Calif. 
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QUALITY GUARANTEED 


USED EQUIPMENT 


CAMERAS 
Arrifiex-16mm w/matt box 16, 25, 50mm 


CAMERA EQUIPMENT CO., 


Xenon lenses $1,400.00 
Arrifiex-16mm head only 1,000.00 
Auricon Cine-Voice Model 2 Camera, 

Single lens, Noise reduction amplifier 750.00 
Arrifiex-35 w/120° shutter, motor, matt 

box, 35, 50, 75mm Zeiss lenses, battery 

and charger 1,000.00 
Cinefiex 35mm camera w/200 ft. mag., 

12 volt DC motor, and power cord.......... 300.00 
Filmo camera w/spider turret, new type 

finder, and freezolite bracket. No lens... 150.00 
Bell & Howell 35mm standard model D.D. 

High Speed camera w/cable and extra | 

belts, case 2,600.00 
Bell & Howell 35mm Standard camera 

#616 w/170° shutter, unit | shuttle, 

overhauled & _ refinished 2,500.00 
Berndt-Maurer 16mm Single System 

camera w/sound equipment, galvo, am- 

plifier, 3 lenses, 2-400 ft. mags., and 

6 cases 1,850.00 
Cine-Special 2 Camera, 100 ft. magazine, 

25mm 1.4 Ektar lens - 750.00 
Cine-Special | camera w/100 ft. mag. 

and 1 inch lens 350.00 
Maurer-05 Camera head only w/bilt-in 

features and 1-400 ft. mag 2,000.00 
DeVry 35mm camera w/50mm lens 175.00 
Auricon Pro 200 16m camera w/VA galvo 

complete w/amplifier, mike, and cable.. 1,200.00 

EDITING 
Craig 16mm Viewer 22.50 
Neumcde Doub'e 14mm _ footage counter 65.00 
Moviola 35/35 w/bulls eye, no mag., com- 

posite sound 900.00 
Moviola 35/35 Preview large screen w/ 

mag, footage counters 1,800.00 
Neumade large film barret and racks.......... 17.50 
Neumade firm roller trucks, half rack 

w/ casters 32.50 
Moviola editing machine (UCS) 35/53 old 

model cutters machine only, no take up 

up arms, optical ocmposite sound............ 375.00 
Moviola 35mm Model ‘'D'’ Bulls Eye, 

cutter head only, no take-up arms........ 150.00 
Neumade Splicer R-2 (35mm) or R-13 

(16mm) 22.00 
Movicla Model ‘‘D'' Picture Head w/take 

up arms, variable speed, foot pedal..... 200.00 
Precision Reader, Sound, optical only, 

Model 600 100.00 
Moviola 4/35 synchronizer 100.00 
Cine Special sync motors 75.00 
Mitchell 400x35 magazines.......................... 100.00 
Bell & Howell 400x35 Bi-Pack magazine.... 350.00 
Houston Crab Dolly w/electric pump............ 2,000.00 
2/35 Neumade Sync 70.00 
Neumade Heavy Duty Power rewinds w/ 

foot pedal—16 or 35mm 76.00 
Neumade Dynamics rewind—16 or 35mm.. 13.50 
Mitchell 12 volt 35mm _ variable speed 

motor 250.00 
Filme motor—115 volts. 24 freme sync 

w/cable 110.00 
Moviola 16/16 w/Bulls Eye, no masg., 

composite sound 900.00 
Trickle Charger for Arri. wet cell battery.. 10.00 
Zoomer lens, 1 to 3 inch, in ‘'5'' mount.... 100.00 
Pan Cinor, 20 to 60 mm in ‘‘C’’ mount..... 100.00 
Cinegon 20mm in Arri mount 375.00 
Mikro Kilar 40mm lens 150.00 
Eyemo motor, variable speed, 24 volt........ 65.00 
Mitchell Viewfinder 350.00 
Wall Sync. motors, 220 volt, 50 cycle, 3 

phase 250.00 
Bell & Howell magazines 400x35, metal.... 75.00 
Bell & Howell Stop-Motion Motor (can be 

adapted and used on Mitchell) 250.00 
Bell & Howell magazines 1000x35............ 125.00 

> Spectra 2-Color meter 200.00 
Holmes 35mm double system studio type 

Projector, 1000 watt, with sound, Com- 

plete 1,800.09 
Spectra 3-color Meter 260.00 
Bell & Howell geared head tripod, com- 

plete w/base 350.00 
Akeley Tripods, gyro head.................... $550.00 & UP 
Cine Spec. Stop Motion Meter 300.00 
SOUND - PROJECTION - LIGHTING - PRINTERS 
G-924 Mixer (3-position) 250.00 
Magnasync recorder, 16mm X-400..............- . 600.60 
Reeves 16mm PV100 Recorder 1,200.00 
Tapak Recorder 300.00 
Magnemite Recorder 200.00 
DeVry 35mm projectors (available with 

sound equipment) 500.00 
Projector w/speakers—Genova 

Movement 1,000.00 
Colortran Jr. Kit 137.00 
Bell & Howell 16mm Model J Printer, com- 

pletely reconditioned 2,500.00 


INC. 


315 West 43rd Street, New York 36, N.Y. 


JUdson 6-1420 
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114 to 2 stops, rarely more. Brilliant 
sunlight will require greater underex- 
posure, gray days less. The underex- 
posure can be handled in several ways: 
by ignoring the filter exposure re- 
quired—if it is close to the amount of 
underexposure. For instance, the filter 
being employed may require an in- 
crease of two stops in exposure for a 
normal effect. The increase is ignored 
and the diaphragm set for the exposure 
without the filter, thus delivering the 
necessary underexposure for the night 
effect. Or, a neutral density filter of the 
desired strength is employed and its 
exposure increase ignored. The proce- 
dure is as follows: insert the effect fil- 
ter or combination of filters for the 
desired effect and allow for their ex- 
posure increase as in normal photog- 


raphy. Add the desired N.D. filter (a 


30 for 1 stop, .50 for 114 stops. or a 
.90 for 2 stops). Ignoring the filter’s 
exposure increase factor will automati- 
cally underexpose the negative the 
amount required for the night effect. 

“This is a quick and effective meth- 
od for fast production shooting where 
night effects are suddenly required 
and where there is little or no time 
available for computations. A camera- 
man employing a 21 or 23A filter for 
normal outdoor filming simply has to 
add the required N.D. filter, make no 
exposure change, shoot the day-for- 
night scene, pull the N.D. filter, then 
continue filming normal day scenes 
with the original filter.” 


Day-For-Night Shots In Color 


Because it is commonly assumed that 
normal night scenes are bluish in tone. 
making day-for-night shots in color of- 
fers the advantage that such shots can 
easily be made “plus-blue” to enhance 
the illusion. The simplest method is to 
use indoor-type color film for shooting 
the “night” scenes out of doors—and 
without the correction filter. Omitting 
the filter produces an over-all blue ef- 
fect in the scene, and this—plus under- 
exposure—renders a_ pleasing night 
effect. 


As when shooting day - for - night 
scenes with black-and-white film, back- 
light can often prove advantageous 
when an N.D. filter is used to control 
the sky area in the scene. But here, as 
in black-and-white day-for-night pho- 
tography, sky areas are best avoided 
for most satisfactory results. Some cine- 
matographers prefer to make day-for- 
night shots in color in twilight or when 
an overcast prevails. Here, photogra- 
phy generally starts as soon as possible 


after sunset, with an A2_ ultra-violg 
filter on the lens, “As the prevailing 
light decreases, the filter is removed 
and only artificial light is used in the 
scene. 


Where daylight-type color film js 
used for night effect scenes, the light 
blue filter recommended for converting 
indoor color film for daylight use js 
employed, but without making any al 
lowance for filter factor, to gain the 
required underexposure. 


As incandescent light photographs 
white with indoor-type color film, us 
of MT2 gelatin filters over set lamps 
will render a soft orange color gener. 
ally associated with lamp light. This 
same filter can also be used to filter the 
side lights and any back lights used on 
the actors. Unfiltered incandescent light 
should be used for fill light on actors 
faces. This will create a suitable color 
harmony that further enhances the il. 
lusion of night in the scene. 


Many cinematographers and _ film 
laboratories differ in their approach to 
producing effective day - for - night 
scenes, the American Cinematographer 
Manual points out. Many cinematog: 
raphers and some labs recommend that 


the 85 filter be removed and exposure | 
lowered to allow the tungsten-balanced | 


emulsion to be exposed outdoors with 
resulting uncorrected bluish cast. Stil 
other labs prefer the 85 filter be em 
ployed in photography, as in normal 
outdoor filming, and the laboratory 
then be allowed to add the required 
amount of blue color at the time of 
processing or printing the film. It is 
recommended that the cinematographer 
about to undertake shooting day-for- 
night scenes on negative color stock 
check first with the laboratory that wil 
process his film. Their recommenda: 
tions will be extremely helpful. Color 
labs are able to produce a wide range 
of color correction—more than is pos- 
sible with the camera, filters and lights. 

At best, day-for-night scenes are 
only an illusion, for in actual night de 
tail is far less discernible than com 
monly seen in motion pictures, where 
some detail is necessary in order 10 
maintain continuity of action o 
theme. 


\ 


Many film makers today are shoot: 
ing 16mm picture and using 35mm 
film for sound and work prints—a pro- 
cedure that makes edge-numbering im 
perative in order to accurately match 
the 16mm footage with the 35mm in 
editing. 
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Largest, Most Productive Classified Ad Section Of Any Publication Serving Makers Of Motion Pictures 


STUDIO & PRODUCTION EQUIP. 


Bell & Howell unit “‘l’’ shuttle $450.00 
Bell & Howell unit ‘‘l'’ shuttle with prism and 
$550.00 


cut out for projection 
6 - 400 ft. B&H metal magazines at $40.00 


each. 

Wall 35mm camera Movements, ea. ..$275.00 
Lenses in Mitchell mounts; Baltar F/2.3 
$175.00 


50mm $160.00; 75mm Pan-Astro $60.00; 
100mm Cooke deep field Pancro F/2.5 $160.00 
Mitchell Double arm matte-box ........ $175.00 
Special 35mm background projector complete 
with distributor, interlock camera motor. Write 
for details. 

Fearless Cinemobile crab dolly ........ $1500.0C 

Box 1396, AMERICAN CINEMATOGRAPHER 


CINE KODAK SPECIAL NUMBER TWO 16mm 
moving picture camera. Two lens turret. Com- 
plete with all accessories such as masks, filters, 
etc. Cine-Kodak Ektar 25mm F/1.4 lens, Kodak 
Cine Ektar 62mm F/2.0 lens, Kodak Cine Ektar 
telephoto 152mm lens and one Kodak Ektar 
F/1.4 25mm to 15mm wide angle converter. 
Camera is equipped with image magnifier 
viewfinder and two 100 ft. film chambers. All 
in a fitted leather Cine-Kodak carrying case. 
Guaranteed like new—used only once. Cost 
new, $2050.00—& will sell for $1,000.00. 
TERRY CUNNINGHAM, 10 Dellwood Circle, 
Bronxville, New York. 


PRODUCER SELLING SURPLUS EQUIPMENT 
B&H ZOH camera, 2 lenses, wild motor, 2-400 
ft. magazines, carrying case. 9x24 foot silver 
screen with stand-up collapsible frame, crate. 
Heavy tripod, combination gear-friction head, 
also baby legs. Collapsible mikeboom on 
wheels. Bolex 3-D lens, 2 wide screen lenses, 
5 KW lights, other equipment. Best offer or 
trade. Interested in 16mm magnetic film re- 
corder, Moviola. ACADEMY FILM PRODUC- 
TIONS, 123 West Chestnut, Chicago. Michigan 
2-5877. 


35MM DEBRIE camera, all metal Model G in 
cluding 50mm, 70mm, 150mm, 300mm lenses, 
4-400’ magazines, direct focusing through 
lens, 110 volt motor, mattes, carrying case. 
Also Debrie Universal C gearhead tripod with 
carrying case. All excellent condition. No rea- 
sonable offer refused. Box 1391, AMERICAN 
CINEMATOGRAPHER. 


BOLEX Supreme, Switar lenses, 16mm F/1.8, 
25mm F/1.4, Elgeet 75mm F/2.8, split-frame 
mask, prism focuser, camera base. Good con- 


dition, $350.00. Bolex basic titler, $100.00. 


Complete, $400.00 DWAYNE AVERY, 1334 
Park Avenue, Inglewood 3, California. Phone: 
ORegon 8-3110. 


CAMERA motors, Eyemo & Filmo, 6-volt DC 
(Bodine) with cable and switch. Original cost, 


_ $135.00, used $24.50 each, new, $35.00 


each. Cine Special | cameras as reecived from 
Navy, without lenses, with 100’ magazine, 
good, $150.00, better, $185.00 each. FOB 


Tampa. JACK WALTON, P.O. Box 1457, 
Tampa, Fla. 
ANIMATION STAND complete with 16mm 


camera, rotating mount, 5’ zoom, compound 
table, pneumatic platen, $3850.00. WILLIAM 
WYPER, 7145 West 93rd Place, Los Angeles 
45, California. OR 0-2360. 


STUDIO & PRODUCTION EQUIP. 


NEW Westrex: #1282, 3, 4,; opt/mag ampl, 
mixer, p.s. list $4685 for $999. New Daven 
12A approx. list $850 for $399. $5,000 
lim. Reeves PV 100 16mm Magicorder w/hi 
level 2 mike mixer, full equal-slating oscillator 
reverb, full erase, loop-PB-sync extras $999. 
$1200 w/Altec sp! amp & slate gun. SOBIN, 
3944 - 49th St., LIC 4, New York. 


BERNDT-MAURER 16mm recorder, no galvo- 


nometer. Suitable for conversion to portable. 


16mm sync tape recorder or rack playback. 4 
position mixer-amplifier with outputs for both 
optical and tape tracks, voltage regulator, 
cables. No reasonable offer refused. Box 1392, 


AMERICAN CINEMATOGRAPHER. 


35MM DEBRIE highspeed camera, 2 inch F/2.7 
Goerz lens, ground glass focus, variable shut- 
ter, 6-volt motor drive, safety clutch, used 
Mitchell magazines. Price, $400.00. RUSSELL T. 
ERVIN, 2007 Glenview Road, Glenview, Ill. 


GOV'T SURPLUS in new condition! FILM DRY- 
ERS 35mmx200 ft. capacity Stineman devel- 
ing outfits. Eyemo camera lenses. All 
STAINLESS model A-11B Houston developers. 
Also K-1A's for reversal or positive film. AIR 
PHOTO SUPPLY, Dept. C-1, 555 East Tremont 
Ave., New York 57, N. Y. 


PROCESS PROJECTION EQUIPMENT 
PRECISION REGISTRATION ——- USED MITCHELL 
OR CUSTOM BLIMPED TYPE ON PORTABLE 
CASTER BASES. COMPLETE WITH SCREENS, IN- 
TERLOCKED DISTRIBUTORS, CABLES, INTER- 
COMS, LENSES, ETC, FULL INFORMATION. 


PHOTOS AND PRICES ON REQUEST. BOX 1340, 


AMERICAN CINEMATOGRAPHER. 


See S.O.S. Specials on Pages 24 and 25 


| TRADES TAKEN 
Phone PL 7-0440 * Cable SOSOUND 
S.0.S. CINEMA SUPPLY CORP. 

602 W. 52nd Street, New York 19 
Western Branch—6331 Hollywood Blvd. 
Hollywood, California 
Phone: HO 7-2124 


WANTED 


TIRED OF SEEING IT AROUND? 
Has it served you long and well? 
Hidden riches may be found 
When to use you trade or sell. 
CONSIGNMENTS TAKEN 
SET YOUR PRICE — SHIP IT IN — 
OUR PERCENTAGE IS SMALL 
WIRE US — PHONE: PL 7-0440 
S5.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch — 6331 Hollywood Bivd. 
Hollywood, Calif., HO 7-2124 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or 
new equipment? Let us know what you have 
and what you need. 
THE CAMERA MART, INC. 
1845 Broadway PL 7-6977 New York 23, N.Y. 


WE BUY 
ARRIFLEX Cameras 16 and 35mm 
ARRIFLEX Accessories 
New and old models in any condition 
CINE 60—FILM CENTER BLDG. 
630 Ninth Ave., New York 36, N.Y. 
JUdson 6-8782 


| WANTED TO BUY 
All types of bulbs, spotlights, flood lights. 
Any type. Send us description. 
Prompt replies. 
SANCENITO ELECTRIC 


CINE SPECIAL || CAMERA, with 15 mm, 25mm 
and 40mm Ektar lenses, 100-ft. film chamber, 
combination case. Excellent. $550.00. VICTOR 
DUNCAN, 7500 Miller Road, Dearborn, Michi- 
gan. ; 


CINE Special Series |! Perfect. 1” lens. 
$400.00. Write Box 125C, AMERICAN CINE- 
MATOGRAPHER. 


B&H sound projector with Bodine sync motor, 
$325.00. DON DUNN, 26246 Fairview Ave., 
Lomita, California. DA6-4925. 


WANTED 


WANTED TO BUY FOR CASH 
16MM AND 35MM CAMERAS 
AND ACCESSORIES 
MITCHELL—BELL & HOWELL STANDARD 
AND EYEMO—ARRIFLEX—-MAURER 
ALSO 
LABORATORY, EDITING AND 
LIGHTHING EQUIPMENT 
CAMERA EQUIPMENT CO., INC. 
315 WEST 43RD STREET * NEW YORK 36, N. Y. 
CABLE——-CINEQUIP 


Box 206, Passaic, New Jersey 


TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


Mitchell—Akeley—B & H—Wali—Eyemo 
Cameras—Lenses—Equipment 
NATIONAL CINE EQUIPMENT, INC. 
209 West 48th St. New York, N.Y. 


SERVICES AVAILABLE 


LINWOOD DUNN, ASC, offers background of 
28 years of experience as specialist cinema- 
tographer with RKO Studios to production com- 
panies for creative and unusual assignments 
in fields of special photographic effects, cine- 
matography, equipment design and specialized 
laboratory techniques. Current assignments, 
‘West Side Story,"’ 1153 N. Highland 
Ave., Hollywood 38, Calif. Phone HOllywood 
9-5808. Cable FILMEFX. 


YOUR picture is worth 10,000 well-chosen 
words. Shooting scripts, narration by FRED 
BAUER, 320 Bellaire Avenue, Fort Washington, 
Pennsylvania. 


16mm FILM assignments—Chicago, Zoographic, 
Scenic, Industrial. ARLETTE STUDIO FILM PRO- 
DUCTIONS, 2754 N. Ashland Ave., Chicago 
14, Illinois. BI 8-8612. 


USC cinematography student desires practical 
working experience with professional as an 
assistant. BOX 1398, American Cinematogra- 
pher. 

Continued on Next Page 


te Ads set in lightface type, 15¢’per word. Minimum ad, $2.00. Text set in 
nse esa capital letters (except {st word and advertiser’s name) 20¢ per word. 
odified display format (text set in boldface type, capitals or upper-and-lower case) 


American Cinematographer, . 
close ist of month preceding date of issue. 


$1.50 per line. Send copy with remittance to cover payment to Editorial Office, 
1782 No. Orange Drive, Hollywood 28, Calif. Forms 
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Classified Ads 


Continued From Preceding Page 


SERVICES AVAILABLE 


FILM ASSIGNMENTS, New York, Boston area, 
scenic, stock shots, industrial. ACORN FILMS, 
168 W. 46th St., N. Y. C. Judson 6-2272. 


NEWSREEL cameraman available in India for 
similar or documentary work. Bolex, Cine- 
Voice equipped. BATRA, 14/27 East Patel 
Nagar, New Delhi, India. Phone: 55540. 


CINEMATOGRAPHER, aerial/studio experience. 
Free-lance or staff assignments. Resume on re- 
quest. Box 1390, AMERICAN CINEMATOG.- 
RAPHER. 


LABORATORY & SOUND 


ROCKY MOUNTAIN 16MM HEADQUARTERS 


16mm Black & White and Anscochrome 
Processing—Printing—Recording—Editing 
Rental * Sales * All types of film in stock 
Write for Price List 
WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colo., AM 6-306] 


SOUND RECORDING at a reasonable cost. 
High Fidelity 16 or 35. Quality guaranteed. 
Complete studio and laboratory services. Color 
printing and lacquer coating. ESCAR MOTION 
PICTURE SERVICE, INC., 7315 Carnegie Ave- 
nue, Cleveland 3, Ohio. Phone  ENdicoftt 
1-2707. 


FOR THE ANSWERS 


. to your photographic problems, refer 
with confidence to the new 


AMERICAN 
CINEMATOGRAPHER MANUAL 


Never before a helpful book like this! Gives 
you detailed answers to hundreds of problems 
and questions related to theatrical, TV, industrial, 
military, educational and documentary film pro- 
duction. 

Most comprehensive compilation of cinema- 
tographic data ever assembled between the 
covers of a single book. Contains more than 400 
pages of concise, practical and informative data 
and charts invaluable to every cinematographer. 

There's something to help you on every page 
of this valuable fact-packed book! Order your 
copy today! 


*For orders — within California, please | 
d 4% sales tax. 


$7.50 

. Post Paid 
AMERICAN CINEMATOGRAPHER MANUAL 
| P.O. Box 2230, Hollywood 28, Calif. | 
| Please send me............ copies of the AMERICAN | 
| CINEMATOGRAPHER MANUAL. Payment enclosed | 
| Please ship C.O.D | 
| Nam 
| Street & No 

State | 

L 
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ASC’S 42ND YEAR 


Continued from Page 10 


Philip Rosen, who had served three 
terms as president, sparked a reorgan- 
ization of the club. On December 21, 
1918, a number of the members head- 
ed by Rosen met at the home of Wil- 
liam Foster and there voted a new 
board of governors and a new name 
for the organization—the American 
Society of Cinematographers. Incor- 
poration papers were filed, which were 
approved on January 8th, 1919, and 


thus the A.S.C. came into being. Fol- 


lowing the Society’s initial election of 
officers, Philip Rosen was chosen presi- 
dent, Charles Rosher, vice-president; 
Homer Scott, 2nd vice-president; Wm. 
Foster, treasurer, and Victor Milner, 
secretary. Five months later, the So- 
ciety occupied its first spacious quar- 
ters in the Markham Building on 
Hellywood Blvd. Several years later 
the offices were moved to more spa- 
cious quarters in the Guaranty Build- 
ing in Hollywood. It was here, in No- 
vember, 1920, that publication of the 
Society’s monthly magazine, American 
Cinematographer, began. 

As one of the Society’s chief pur- 
poses was to generate social activity 
among its members, one of its press- 
ing needs was a suitable place in which 
to hold these activities. By now, the 
Society’s treasury was substantial, and 
the Board of Governors decided to ac- 
quire permanent quarters for a club- 
house. 

A large dwelling situated on the 
corner of Franklin Avenue and Orange 
Drive in the residential district just 
North of Hollywood Boulevard was 
purchased and renovated to provide all 
the necessities for the club—a Board 
room, lounge, library, billiard room. 
bar, and spacious kitchen for the 
preparation of food for the Society’s 
monthly dinner-meetings. On meeting 
nights, furniture in the lounge was re- 
placed with banquet tables and chairs. 
The property had once belonged to 
silent-film star, Conway Tearle. The 
Society took possession of its new 


quarters in December, 1936, and held. 


its informal dedication on February 
28, 1937, with cocktails and a buffet 
supper. 


The American of 
tographers is a non-profit organiza- 
tion. Membership is by invitation only 
and only recognized Directors of Pho- 
tography and Special Effects Cinema- 
tographers may qualify as active mem- 


bers. Associate members are thoge 
closely affiliated with some phase gj 
motion picture photography other thay 
actual camera work. 

At present the Society numben 
about two hundred and fifty directo, 
of photography and sixty-five assogi. 
ate members. 


WHAT’S NEW 


Continued from Page 22 


New Auricon Sound System 

Bach-Auricon, Inc., 6950 Romaine, 
Hollywood 38, Calif., announces a ney, 
lightweight all-transistorized Filmag. 
netic recording system for use in Aur. 
con Cameras. Recording and monitor 
heads of new system can be factory. 
installed on all existing Auricon cam. 
eras without impairing the _ optical 
sound recording capability of the cam. 
eras. With the new unit, lip-sync sound 
may be magnetically recorded on pre. 
striped 16mm _ black-and-white or col. 
or film. 


The system’s amplifier weighs only 
4 pounds. Circuitry employs 14 tran. 
sistors, amplifier frequency response 
is up to 12,000 cycles, and new im. 
pedance-matching techniques _have 
eliminated heavy-output transformers, 

Amplifier operates self-con- 
tained rechargable battery or directly 
from 115-volt house current. Three 
inputs—2 microphone and 1 phono— 
with switch-operated compensation for 
speech or music, operate in conjunc 
tion with a visual recording-level in- 
dicator. Detailed literature is avail: 
able from the manufacturer. 


New Arriflex Motor 

Arriflex Corp. of America announces 
a new 24-28-volt DC variable speed 
motor capable of driving the Arriflex 
35mm at 12 to 36 fps. . 


PHOTOGRAPHIC ASSIGNMENTS 


Continued from Page 18 


Harry Strapuinc, ASC, “On the Double’ 
(PanaVision & Technicolor; Shavelson-Rose 
Prods.) with Danny Kaye and Dana Wynter. 
Melville Shavelson, director. 


Rosert Burks, ASC, “The Pleasure of his 
Company” (Technicolor) with Fred Astaire 
and Debbie Reynolds. George Seaton, 
director. 

ASC, “The Ladies Man’ 
(Technicolor; Jerry Lewis Prods.) with 
Jerry Lewis and Helen Traubel. Jerry 
Lewis, director. 
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of Filmline manufacture installed: at: Pentago 

Bidg., Microfilm division, Washington, D.C.; U.S. Naval Re-% 
search Laboratory; U.S. Public Health Service; U.S. Treasury 
Commission; 
|.B.M.; G.E.; Pratt & Whitney Aircraft; McDonnell Aircraft; 
Universities of: Texas, Notre Dame, Indiana, California, 
Alabama, Miami, M.I.T.; TV Stations: WHAS, WMUR, WISH, 
WBRE, WNCT, WJAR, WTRI, WFMY, WJHP, WCSC, WTVS, 
KARK, KDUB, WTVR. ~—-WRITE FOR DETAILS AND LITERATURE 


corp. 


Department (15 machines); Atomic Energy 


Syreversal film at 1200 ft. per hr. 
positive film at 1200 ft. per hr. 


4 REVERSAL FILM 
PROCESSOR 


e EXCLUSIVE OVERDRIVE eliminates film breakage, automa- 
tically compensates for elongation; tank footage stays 
constant. 

e EASY TO OPERATE, needs ho attention. 

VARIABLE SPEED DRIVE, development times from 1% to 

12 minutes. 

COMPLETE DAYLIGHT OPERATION on all emulsions, no dark- 

room needed. 

e FEED-IN ELEVATOR & 1200-FT. MAGAZINE permits uninter- . 
rupted processing cycles. : 


e STAINLESS STEEL tanks, air squeegee, recirculation fittings, 
air agitation tube, lower roller guards. 


e FORCED WARM AIR DRYBOX, uses no heating lamps. 


Double Capacity Spray Wash e Filtered Air Supply 
Uniform Tank Sizes Self-Contained Plumbing 
Cantilever Construction Ball Bearing Gearbox 
Size: 76” x 50” x 24” Weight: Approx. 475 Ibs. 


Milford, Conn..4 


WTVJ, 


Milford, Conn. AJ-6! 


CuHarLes Lanc. Jr., ASC, “Summer and 
Smoke” (Technicolor; Hal Wallis Prods.) 
with Laurence Harvey and Geraldine Page. 
Peter Glenville, director. 


~Witttam ASC, “The Outlaws”*. 


LoyaL Griccs, ASC, “Love in a Goldfish 
Bowl” (Technicolor) with Tommy Sands 
and Jan Sterling. Jack Sher, director. 

PARAMOUNT SUNSET STUDIOS 
Fieet SoutucorTt, “Gunsmoke’’* with James 
Arness and Dennis Weaver. 

REPUBLIC STUDIOS 

Witrrip Cxiine, ASC, “Stagecoach West”** 
(Four Star Prods. ) with Wayne Rogers and 
Richard Eyer. 
Emmet BercHuoiz, “Death Valley Days’’* 
(Filmaster Prods.). 
Harry Witp, ASC, “Peter Loves Mary’’* 
(Four Star Prods.) with Peter Lind Hayes 
and Mary Healy; “The Tom Ewell Show’’* 
(Four Star Prods.) with Tom Ewell and 
Marilyn Erskine. 
FranK Carson, “Dick Powell’s Zane Grey 
Theatre’”’* (Four Star Prods.) with Dick 
Powell. 
Howarp Scuwartz. “The Rifleman”* (Four 
Star Prods.) with Chuck Connors. 
Warrenton, ASC, “Michael 
Shayne”* (Four Star Prods.) with Richard 
Denning. 
CuarLes Burke, “Dante’* (Four Star 
Prods.) with Howard Duff and Alan Mow- 


ray. 


Grorce Diskant, ASC, “June Allyson. 


Show”* (Four Star Prods.) with June Ally- 

son, 

Josep MacDonatp, ASC, “The Last Time 
Saw Archie” (Mark VII Prod. for UA) 

with Robert Mitchum and Jack Webb. Jack 

Webb, directer. 


JANUARY 1961 


REVUE STUDIOS 


Daniets, ASC, “Come September” 
(PanaVision & Color: Seven Picts., UI 
Prod.; shooting in Italy) with Rock Hudson 
and Gina Lollobrigida. Robert Mulligan, di- 


rector. 


STANLEY Cortez, ASC, “Back Street” 
(Color; Ross Hunter-Carrollton Prod.) 
with Susan Hayward and John Gavin. 
David Miller, director. 


Specialized 

LIGHTING 
Mack STENGLER, ASC, “Leave It to Beaver’* i: Q U I M E N T 
(Gomalco Prods.) with Barbara Billingsley 


and Hugh Beaumont. Norman Tokar, di- for 


rector. 

Rorert Goucu, “The Deputy’* (Revue MOTION PICTURE, STILL 
Prod.) with Henry Fonda. 

WALTER StRENGE, ASC, “Wagon Train”* and 

(Revue Prods.) with Robert Horton. | 

Ray RENNAHAN, ASC, “Laramie”* (Revue TELEVISION STUDIOS 
Prods. ). 

Ray Cory, ASC, Bringing Up Buddy’* 
(Kyro Prods.) with Emil Markey and Dora 


Morande. 


Joun ASC, Near Becxner, “Alfred 
Hitchcock Presents’* (Revue Prods.). 


THacKery, ASC, “Bachelor Father”* 
(Bachelor Prod.) with John _ Forsythe; 
“Westinghouse Playhouse”* (Revue Prods.). 


Joun Russett, ASC, Lionet Linpon, ASC, 
“Thriller’* (Revue Prods.) 


Joun Warren, ASC, Lionet Linpon, ASC, 
“Checkmate’’* (J&M Prods.) with Anthony 


Mole-Jichardson bo. 


Becker, Rosert Goucu, “Wells 
Fargo”* (Overland Prods.) with Dale Rob- 937 NORTH SYCAMORE AVENUE 
ertson, HOLLYWOOD 38, CALIF. 


Write for A Copy of Our 
Catalog H on Your Letterhead 


Continued On Page 60 


those! | 
lase of develo: 
er than 
umbers Ay 2 
Lrectors 
maine, 
onitor 2 | | 
e 
sound 
| 
| 
s only | 
tran- | 
w im | 
have | 
mers, | 
lf-con: | 
irectly | 
Thre DI | 
ono— | 
n for | 
njunc: | 
el in- | 
avail: | 
7 | 
punces | 
speed | 
| 
rriflex | 
| 
4 
| | 
Vid | 
PHER 59 


Silicone Dampened 


HYDROFLUID 
Pan Tripod 


AN N-C-E ORIGINAL IN TRIPOD 
STYLING AND PERFORMANCE 


Larger Silicone Dampening Area than 
any Tripod in its class and price range 


>» Designed for professional cameramen. 
Positive auick-finger camera lock—vwari- 
» Velvety smooth, jerk- proof pan and tilt action, able tension adjustment pan and tilt locks 
utilizing the dampening effect of silicone. pan 
vartable angle justment—right or left 
>» Sturdy aluminum construction; weight 21 Ibs. hand position. 
> Silicone loaded—temperature range 130 + 5O00F. ‘““HYDROFLUID"’ TRIPOD FOR 
> Precision ball-bearings. Mounted on pan and tilt TV Vidicon—16 Mitchell—Maurer—Camer- 
shaft for smooth action and alignment. 
- ine 
>» Pan 360°—Tilt 80°. For all cameras 40 Ibs. or less. Cineflex 
First tripod of its kind with ball-type leveling at 
bottom of base with positive lock at NO EXTRA 
CHARGE. BABY TRIPOD $75.00 
Tripod base of seasoned V-type maple-wood legs 
with self-aligning leg locks. BOOT & POINT COVER.....$15.00 


NATIONAL CINE EQUIPMENT, Inc. 


209 WEST 48TH STREET, NEW YORK 36, N. Y. — CIRCLE 6-0348 


West Coast Sales: GORDON ENTERPRISES, No. Hollywood, Calif.—POpular 6-3725 
Canadian Representative: ALEX CLARK, LTD., Islington, Ontario 


CINEKAD Microphone Booms 


CINEKAD Mike Booms are light in 
weight, rigidly constructed, precision 
engineered and ideal for location or 
studio work. 

1 Model BR-12 extends from 7 to 14 feet. 

2 Model C-12 extends from 7 to 14 feet; has 
external directional mike control. 

3 Model ‘“Miracle’’ extends from 7 to 18 
feet; has internal fitted noiseless directional 
mike control. 

4 Model C-18 extends from 7 to 20 feet; 
has external directional mike control. 

Each CINEKAD Mike Boom has a sturdy 


3-foot stand, which can be elevated to a 
height of 10 feet. 


ALL MODELS FIT 
IN YOUR CAR! 


Write for Free Catalogue 


CINEKAD ENGINEERING CO. 763 oth Ave., NEW YORK 19, NY. 


Advertising Is NEWS, Too! 


And advertising news in American Cinematographer is knowledge invaluable to those who 
make films. More than 62% of readers queried in a recent survey indicated ‘‘the ads" were 
among the first things they turn to when each new issue of A.C. arrives. 
lf you have a product or service to sell makers of films in any field, tell about it in the 
pages of American Cinematographer each month. Write our Advertising Department for rate 
card teday. 


AMERICAN CINEMATOGRAPHER 
1782 North Orange Drive ° Hollywood 28, California 
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Bens. Kurne, ASC, “General Electric Theg. 


tre’* (Revue Prods). 


Joun Russett, ASC, “Tall Man”* (Revue 


_ Prods) with Barry Sullivan. 


Bens. Kutne, ASC, Russert, ASC 
“Shotgun Slade’”* (Revue Prods.) 


Curr Stine. ASC, “Posse from Hell’ 

(Color) with Audie Murphy and John Say. 

on. Herbert Coleman, director. 
TWENTIETH CENTURY-FOX 


Puitip Laturop, ASC, “Hong Kong”* wit) 
Rod Taylor and Lloyd Bochner. 


Lroyp Anern, ASC,. “Adventures in Par. 
dise”* with Gardner McKay and Weave; 
Levy. 


Pietro Portatupt, ASC, “Francis of Assisi’ 
(C’Scope & Color; Triton Pict. Corp. 
shooting in Europe) with Brad Dillman and 
Stuart Whitman. 


Me ttor, ASC, “Wild in the Coun. 
try’ (C’Scope & Color; Co. of Artists 
Prod.) with Elvis Presley and Hope Lange. 
Philip Dunne, director. 


Leo Tover, ASC, “All Hands on _ Deck’ 
(C’Scope) with Pat Boone and Barbar 
Eden. Norman Taurog, director. 


Otto “The Big Show” (C’Scope & 
Color: API: shooting in Germany) with 
Esther Williams and Cliff Robertson. James 
B. Clark, director. 


CHARLES CLARKE, ASC, “Return to Peyton 
Place’ (Company of Artists: C’Scope & 
DeLuxe Color) with Joan Crawford and 
Carol Lynley. Jose Ferrer, director. 


Leon SHAmMROY, ASC, “Snow White and the 
Three Stooges” (C’Scope & Color) with 
Carolyn Heiss and the Three Stooges. Walter 
Lang, director. 

WARNER BROS. 
Burt GLENNON, “Lawman” with John 


Russell. 


RatpH Woo.rsey, ASC, Rosert Horrmay. 
“Roaring Twenties’”* with Rex Reason. 


ArTHUR ARLING, ASC, Commercials”. 


Frep GateLty, ASC, Jack MARQUETTE, 
“Room for One More.”* 


Harotp Stine, ASC, Epwin DuPar, ASC. 
Gren ASC, “Hawaiian Eye” 
with Anthony Eisley. 

Harotp Stine, ASC, “Cheyenne”* with 


Clint Walker. 


Carter. ASC, PevereLt MARLEY. 
ASC, “Surfside 6”* with Troy Donahue and 
Diane McBain. 


Ray Fernstrom, ASC, Haroip Stine. ASC. 


“Roaring Twenties’* with Rex Reason. 


VANDERVEER, Carter, ASC. 
“Maverick”* with James Garner. 


Lucien ASC, “Susan Slade 
(Shooting in Monterey) with Troy Dona 
due and Connie Stevens. Delmer Daves. 
director. 

Harry Waxman, “The Roman Spring o 
Mrs. Stone” (Color; AA Prod.; shooting ™ 
London) with Vivian Leigh and Warren 
Beatty. Joe Quintero, director. 

Eucene “Portrait of a Mobster’ 
with Vic Morrow and Leslie Parrish. Josep 
Pevney, director. 
Ratpu Wootsey, ASC, “Claudelle Inglish’ 
with Diane McBain and Arthur Kennedy. 
Gordon Douglas, director. 
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NATIONAL INSTITUTION 


GERMAN, Inc. 


BIGGEST AND OLDEST AGENCY FOR 


ales And Distribution 


EASTMAN PROFESSIONAL 
MOTION PICTURE FILMS 


Positives 


Negatives 


Color Black - And - White 


Prompt Service — Everywhere 


Fort Lee, Chicago, Hollywood, 
New Jersey Illinois California 
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